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TYPEFACE 


DESIGN 
PROTECTION: 
WHERE IT’S AT 


At long last there is movement on both sides of the Atlantic that could 
mean significant protection for the design of new typefaces. The Euro- 


pean develo 


ments are more advanced and more specific. Here’s a 


summary of what they are and what they mean. 


The Vienna Convention 


In the early ’70s the ATYP.I. (Association Typo- 
graphique Internationale) developed standards 
for the protection of new typeface designs. The 
agreement, signed by members representing 
many countries, became known as the Vienna 
Convention after the site of its origin. To become 
effective multinationally and have a central point 
of registry and administration, it required ratifica- 
tion by five countries. Until recently, no national 
legislatures had acted favorably on it. Now, both 
West Germany and France have. It is now possi- 
ble to register the designs of new typefaces in 
each of those countries. Some designs have 
already been registered in West Germany and 
copyists have been successfully challenged in the 
courts, although appeals are pending. 


It is anticipated that with two major countries 
endorsing the Vienna Convention it is possible 
that three others (Switzerland, Lichtenstein, Mon- 
aco, for example) will do so in the coming year 
and thus cut costs and simplify procedures for 
multinational protection. 


To be protected, a typeface design must be new. 
That is, filing for protection must precede the 
date of release to the market. The criteria for pro- 
tection are that the design be novel and original. 
Those terms need definition and the ATYP.L. is 
presently trying to develop definitions that will 
protect as many new typeface designs as possible 
and be upheld in court. Expert testimony will be 
considered in testing for novelty and originality. 
Since an expert can detect more subtle differ- 
ences than can a layman, there is hope that cover- 
age will be broad and not restricted to wild, 
far-out designs. 


The Hague Convention 


This convention is older than the Vienna Conven- 
tion and its protection is weaker and of shorter 
duration but it does offer protection in over a 
dozen countries and this can be achieved by a 
single filing in Geneva by a European company 

or a company with a subsidiary or a filing agent 

in Europe. Typeface manufacturers are starting to 
take advantage of the Hague Convention. 


Since most large companies are, and will be, sell- 
ing typefaces with their equipment in the ’80s 
and thereafter, are concerned with international 
markets, the effect of design protection in key 
European markets should discourage them from 
copying designs that can be easily and economi- 
cally licensed. 


The United States Scene 
(oS eS a IT 
As has been previously reported in UGlc, protec- 


tion in the United States is weak. That may be 
changing. Trademark/Tradename protection 
does exist and may be more potent than some 
had expected. Virtually all ITC typeface names, 
for example, are registered. This forces unethical 
copyists to use other names for the copied 
designs and there has been resistance to this by 
many aware and ethically conscious buyers and 
type specifiers. 


As noted above, the effective typeface design pro- 
tection in Europe will influence those marketing 
internationally to operate ethically in all their 
markets, including the United States. 


And now comes the report that Bill H.R. 6983 has 
been introduced by Congressman Kastenmeir. It 
aims to refine the copyright law to better take 
account of how some new technologies facilitate 
copying. H.R. 6983 is concerned with computer 
programs/software. Whether it will be passed, 
and whether digital descriptions of typeface fonts 
will be covered by it, remains to be seen. 
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Datawocky 
by Jack Stack 


ILLUSTRATION BY WALLY NEIBART 


THIS ARTICLE WAS SET IN ITC BERKELEY OLDSTYLE™ 
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‘Twas global and the megabytes 
Did gyre and gimbal on the disk 
All mimsy were the prompts and codes 
And the software was brisk 

fe 
Beware the microchip my son 
The bits, the bytes and bauds and such 
Beware the CRT and shun 
The qwerty keyboara’s clutch 

ae 
He took his self-pace book in hand 
Long time the menu key he sought 
Then wrestled he with the toaster drive 
And sat a while in thought 

eo 
Then as he sought that glitchy bug 
The microchip, with gates aflame, 
Came whiffling through its I/O plug 
And processed as it came 


'\ 
\\\ 


Asynch, Bisynch, all protocols, 
His binary went snicker snack, 
He felt it crash, and with a dash 
He came galumphing back 

fo 
And didst thou tame the microchip 
Come interface my beamish boy 
O frabjous day, Caloo! Callay! 
O database, O Joy 

eo 
"Twas global and the megabytes 
Did gyre and gimbal on the disk 
All mimsy were the prompts and codes 
And the software was brisk. 


6, 
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(With due apologies to Lewis Carroll and Alice Liddell.) 


Reprinted with permission from Today's Office, Hearst Business 
Communications, Inc., UTP Division. 
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British Columbia, Canada 


What are they? Icons?...sign 
posts?...monuments?,..grave 
markers?... tribal insignia?... 
family crests?...decorations? 
The answer is all of the above, 
and more. To pin it down to one 
brief, all-inclusive definition, 
totem poles are simply story 
poles. 


The idea of totem poles grew 
out of the primitive religion, 
totemism, in which a tribe or 
clan —and every individual in 
it —was believed to have a spiri- 
tual unity with some animal. 
In some societies, the animals 
were regarded as guardian spir 
its.In others, the myth was that 
the animal entered a woman's 
body, produced a child, who, at 
the end of his life, would be re- 
incarnated in the animal form. 
In all cases, the animals chosen 
were the symbols of the clans, 
and a totem pole is an.arrange- 
ment of symbols (also called 
crests) which relate some 
story about tribal life, myths, 
legends, inter-tribal events ora 
personal narrative of a chief. 
As we all know from our Art 
Appreciation courses, before 
written records were kept, his- 
tory was recorded through art 
forms. Egyptians painted their 
legends on tombs and temple 
walls.Greeks and Romans drew 
on vases and sculpted marble 
friezes depicting aspects of 
their civilization. Easter Island- 
ers left clues to their culture in 
huge boulders and rock forms. 
And the American Indians of 
the Pacific Northwest, having 
an abundant supply of sturdy 
red cedar trees right in their 
backyards, carved their stories 
in tree trunks, 


The first American Indian 
totem poles were found by ex- 
plorers in Alaska in the early 
1700s. Experts agree that the 
custom of carving poles started 
among the Northwest tribes 
about three hundred years ago, 
and ended in the early 1900s. 


Just how these intricate, elab- 
orate poles were created and 
erected closely parallels the 
saga of any construction proj- 
ect — even to this day. First, you 


Jasper National Park 
Alberta, Canada 


EVERYONE HAS HEARD OF THEM, 
BUT FEW KNOW WHAT THEY REALLY ARE ie 


HEREIN, A BRIEF ENCOUNTER WITH THE 
TALL, DARK, MYSTERIOUS STRANGERS 


Photos obtained by The Bettmann Archive, Inc. Vancouver, British Columbia, Canada 


had to have lots of money.Not every Tom, 
Dick or Harry of a tribe could pick up 
and carve himself a totem pole. It was 
usually the tribal chief, or a very wealthy 
member of the clan, who could afford 
such conspicuous consumption. 
The first order of business, even before 
the tree was cut, was to line up a carver. 
Since the most highly skilled craftsmen 
were in great demand, and had to travel 
from tribe to tribe to satisfy commis- 
sions, you might have to wait months 
before the artist finally appeared for 
work. As you might imagine, prevailing 
fees reflected the law of supply and 
demand, and a good carver, in the mid- 
1800s, could command fees of one 
thousand dollars or more, which was 
not exactly peanuts in those days. 
Once the carver was engaged, the tree 
was selected. Not only did it have to be 
sturdy and of good quality, but the selec- 
tion committee had to choose one near 
a river, stream or ocean, so it could be 
floated to its final destination. When 
the tree was approved by the purchaser, 
it was cut, stripped of bark and limbs, 
and moved to a secret spot where 
-\. ye. the carving would be done. The 
sitll Kae 2 competition among tribal 
\ « chiefs for size, intricacy and 
_~» decorative painting on their 
poles sometimes evolved 
into fierce and bloody en- 
counters. And any leaks of 
information — loose lips or 
prying eyes — was consid- 
ered to be espionage of the 
most serious order. 
Skillful as the carver was, a 
totem pole was never an exercise in 
creative free expression. Although the 
details of carving and decoration were 
left to him, the choice of crests and the 
order of their appearance on the pole 
were dictated by the purchaser, since 
only he knew the story and the symbols 
to be used. Among the most familiar 
totems or crests were ravens, eagles, 
thunderbirds, owls, hummingbirds, 
mountain goats, bears, wolves, serpents, 
sea lions, a number of insects and even 
human forms. Occasionally, whole fig- 
ures were represented, but often only 
the head, a wing,a fin, or a jaw with 
teeth, was enough of a symbol to repre- 
sent the animal form.The sequence of 
symbols or crests told the story, and 
the poles were designed to be read 
from top to bottom. So, I'm sorry to 
say that our common expression “low 
man on a totem pole,’ used to denote 
low status, is acomplete misconception 
of the structure of the poles and will 
have to be reconsidered. 
While all totem poles were designed 
to tell some story, they fell into six 
major categories. House Pillars 
were placed at the four cor- 
ners of a building — usually 
the tribal public house. 
Sometimes they actu- 
ally supported the 
cross beams, but 
in some cases the 
were false poles attached to the actual 
supporting pillars. In either construc- 
tion, they were carved and decorated to 
tell a story that continued from pole 


Tlingit Indian Totem, Alaska 


Indian Totem, Alaska 
THIS ARTICLE WAS SET IN ITC BENGUIAT® CONDENSED 


to pole. Mortuary or Funeral Poles were 
monuments to dead chiefs or heroes. 
They were built with containers at the 
top for the ashes of the dead man, and 
the crests on the pole told his life story. 
Memorial Poles were commissioned by 
a reigning chief to honor his predeces- 
sor. These were the most celebrated 
poles — extravagantly decorated, sturdy 
and tall, often as high as eighty feet. 
Heraldic Portals were sometimes 
placed at the entrance to a home and 
related something about the family 
history of the occupants. Entrance to 
the house was through a symbolic 
wide hole in the bottom crest. Welcom- 
ing Totems, usually wrought by less 
skilled hands than the master carver’s, 
were placed in pairs in front of the 


chief's house. The area between the 
poles marked his personal property. 
Finally, Shame Poles were ingenious 
inventions used by tribal chiefs to 
embarrass those who defaulted in pay- 
ment of debts. In these poles, the 
culprits’ crests were carved upside down. 
Similar poles communicated anger, 
threats of revenge on enemies, and 
also exposed crimes such as kidnapping, 
robbery and counterfeiting, (Even 
then?) The most significant pole — the 
Memorial totem to a dead chief — was 
unveiled with great ceremony at clan 
gatherings, called potlatches. After 
days of feasting, beating drums and 
exchanging gifts, the festivities cul- 
minated in the raising of the pole. 


Strange to say, as important as the 


Vancouver, British Columbia, Canada 


Heraldic Pole, Albert Bay, British Columb 


ia, Canada 


totem poles were in their lifetime, the 
Indians didn’t know how, or didn't care 
to preserve them for posterity. Unpro- 
tected from the elements, except for the 
painted decorations on the front, a 
pole might last an average of 60 to 70 
years. Weathering, natural decay and 
fire consumed many of them. A good 
number were vandalized by graffiti carv- 
ers.And many were destroyed wholesale 
by Indians themselves, who wanted 

to obliterate all evidence of their primi- 
tive past. 

Fortunately, what saved the poles from 
complete extinction, was an installation 
at the Chicago World’s Fair of 1893, 
Stirred by these bold and beautiful 
forms, anthropologists, museum cura- 
tors and government agencies made a 


ies] 
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Chief Johnson Totem, Kitchikan, Alaska 


concerted effort to find and conserve 
them. During the Great Depression, a 
U.S. Government work-relief project sent 
cadres of unemployed men to Alaska 
to help in the restoration job. A num- 
ber of museums have acquired poles, 
and many have been transported to 
safe harbors in parks in Alaska and to 
Canadian parks in Victoria, Vancouver 
and Prince Rupert, British Columbia. 
Probably the most surprising thing 
about the poles is this: Though they de- 
rive from an ancient primitive religion 
and have the majestic bearing of holy 
icons, they were never worshipped... 


“Except,” as one scholar, D. Allen, wryly 


comments, “in modern times by art 


collectors.’ 
MARION MULLER 
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Fat cats have been ridiculed in farce and 
comic art for ages. In polemics they are 
the embodiment of greed, while in 
graphic terms they are easy to draw. Any 
draftsman can achieve the stereotype 
by placing a simple rectangle on a small 
circle, atop another, larger circle,and 
embellish the whole with a glittery 
diamond. The result is the basis for the 
familiar cartoon image of the ruling 
class: the haughty gent with the top hat 
and big belly. 


Throughout history, in addition to 
scathing caricatures of well-known lead- 
ers and demagogues, visual personifi- 
cations of the church, the state, the 
military, and the upper class—the car- 
toonist’s four horsemen of the apoc- 
alypse—have been the most powerful 
symbols of corruption available to the 
satirist. The Reformation fostered the 
earliest printed barbs at clerics and kings 
in ubiquitous pamphlets and broad- 
sides. During the eighteenth century (the 
golden age of British caricature), avari- 
cious royal hangers-on received their due 
from the poisonous pens of William 
Hogarth, James Gillray and Thomas 
Rowlandson. During the first half of the 
nineteenth century in Paris, Honore 
Daumier and J.J. Grandville assaulted the 
nouveaux riches, including doctors and 
lawyers. During the period of the Indus- 
trial Revolution, a brand-new stereotype 
was also created, depicting the corpulent 
high bourgeoisie—a type that remains 
with us today. 


In France during the early 1800s a cor- 
rupt monarchy prompted discontent 
and angry critics. And later, throughout 
Europe, Karl Marx influenced an indig- 
nant generation to accept “revolution” 
as a goal. Since most cartoonists were 
anti-establishment, they inveighed 
against the opulent bourgeoisie, who 
they believed were the real power 
behind, and supporters of, diseased 
institutions. Moreover, industrialists were 
viewed as purveyors of war. 


With industrialization came an urban 
social stratification that pitted the haves 
against the have-nots. Charles Dickens’ 
Ebenezer Scrooge was the quintessential 
uppercrust scoundrel, and perhaps the 
most poignant repenter of his time. Most 
social critics, however, were neither as 
generous in their portrayals, nor as opti- 
mistic in their outlook. Although anti- 
clerical and antimilitarist cartoons form 
the foundation for the satiric legacy of 
nineteenth and early twentieth century 
Europe, along with the United States and 
Czarist Russia, artists derived the most 
satisfaction from, and produced their 
most sardonic humor while, ridiculing 
the capitalist barons of industry and the 
pretentious aristocracy. 


Since it is the caricaturist’s job to 
exaggerate and reshape the truth, the 
common graphic portrayal of the wealthy 
is based on actual styles, fashions, man- 
ners, and affectations. The top hat, basic 
to this stereotype, replaced the tricorne 
hat after the fall of Napoleon, and during 
the reign (1830-48) of the Citizen King, 
Louis Philippe. Louis wore it proudly— 
ironically, as a means of exhibiting kin- 
ship with his minions. Furthermore, he 
was known for his pear-shaped physique. 
Because the king was the object of 
graphic derision by Daumier and his 
circle, it is safe to say that caricatures of 
Louis were the prototypes for the fat-cat 
images before you now. After his infa- 
mous censorship decrees were enacted, 
prohibiting any printed lampoons, criti- 
cal cartoonists employed fictional char- 
acters that clearly mimicked the king’s 
appearance, further establishing the 
stereotype. Although fashions changed 
radically after the 1830s, elegant cutaway 
coats, silk top hats, and white kid gloves 
remained the uniform of the wealthy and 
were the common identifying marks for 
satirists waiting in ambush. 


FAT CATS: 
DRAWING THE RICH BY 
STEVEN HELLER 


Georg Grosz—1923—From THE SPIESSER SPIEGEL 


Around 1870 Thomas Nast’s caricatures 
of the rotund Tammany Hall boss, William 
Marcy Tweed, became the standard for 
subsequent satires of the wealthy. Nast’s 
drawing entitled “Boss,” substituting a 
money sack for Tweed’s head, is a classic. 
Influenced by this image, cartoonists 
working during the Gilded Age repeat- 
edly depicted industrial magnates as 

fat, anthropomorphicized bags of gold. 
Executives of the “trusts? as the indus- 
trial monopolies were called, were also 
ludicrously portrayed in cartoons as 
clowns and blackface minstrels. But not 
all portraits of the rich were critical. In 
the late 1880s Charles Dana Gibson cre- 
ated a respectable Victorian image of the 
elite with his Gibson Girl and Gibson 
Man tableaux in Life, the humor maga- 
zine for sophisticates. 


Later in the century and early into the 
next, Europe—particularly France and 
Germany—experienced signifcant class 
struggles. Artists for the satiric journals 
of the day, Simplicissimus and L’Assiette au 
Beurre among others, scabrously showed 
the capitalists living off the fat of the 
land, in cartoons that clearly influenced 
early Soviet revolutionary propaganda. In 
Germany these scheming industrialists 
later became Hitler's allies and thus were 
no longer targets of caricaturists. 


Most socialist cartoonists of the Twenties, 
such as Jacob Burck in the United 
States, saw little humor in the practices 
of the rich. Burck’s cartoon depicting 

J.P: Morgan as a sow suckling hungry poli- 
ticians was typical of editorial cartoons 
of the day. Other committed socialists, 
such as Art Young, attacked the rich with 
more of an absurdist’s sense. Young had 
great fun exiling the exalted to his 
imaginative comic inferno, where they 
were sentenced to hard,sweaty labor and 
other forms of repentance. Across the 
ocean, George Grosz mixed humor with 
vitriol in his inkwell, producing savage 
portrayals of the Speisser-Spiegel (the 
bourgeoisie), and so stamped a power- 
ful picture of Weimar decadence into 
history. 


The rich were also gibed at by apolitical 
social satirists like Gluyas Williams, 

who saw humor in the life styles of the 
highfalutin, and rendered them accord- 
ingly. The New Yorker’s cartoonists, partic- 
ularly Peter Arno, appealed to, yet 
desanctified, the urban upper crust.(An 
Arno cartoon of the Thirties shows a 
group of tuxedo-clad revelers stopping 
at a friend’s open window. One of them 
calls in, “We are going down to hiss 
Roosevelt.”) In his book “So What’ So 
Funny About the Depression?” Otto Soglow 
(known for the Little King) hilariously 
portrayed the dethroned wealthy—those 
who lost everything in the stock market— 
as members of the comedie humaine. In 
the strips, George McManus’ Maggie and 
Jiggs represented the uncomfortable 
newly wealthy; Harold Gray’s Daddy 
Warbucks was the apotheosis of the right- 
wing millionaire; and Walt Disney’s 
Uncle Scrooge (as reported in a recent 
Marxist analysis of the character), rep- 
resented the most discouraging, yet 
pragmatic aspects of capitalism. 


In the Eighties the members of the horsy 
set are infrequently satirized. With large 
sums of money given away in lotteries, 
with astronomically high salaries avail- 
able to sports figures, entertainers, cloth- 
ing designers and many others, the 
millionaire—even the multimillionaire— 
is commonplace. As a symbol, million- 
aires have lost their potency. The groups 
that are most caricatured today are the 
middle and upper middle classes—Ed 
Koren’s Bloomingdale’s generation. 
But, never fear, the fat cat is a significant 
part of the satiric lexicon and remains 
available for comic relief in times of 
depression. 


Next issue: Philip Burke 
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No one will ever fall off a chair, 
burst a seam, or “die laughing” at a 
Stuart Leeds cartoon. But you are 
likely to carry it around in your 
mind for a long time. 


Some humor is out-and-out comical. 
Some is offbeat and peculiar. But 
what we find funny in Leeds’ work 
is his deadpan confrontation with 
visual clichés and hackneyed ex: 
pressions. He picks them up one- 
at-a-time, filters them through his 
own intelligence and re-presents 
them, giving us some chuckles and 
some painful truths about the world 
and the human condition. 


Take the“arrow” illustration, for ex- 
ample: With the arrowhead pointing 
to the right, he shows us three reso- 
lute men carting it off to the left — 
telling us that man’s struggles and 
life’s circumstances do not always 
move in the same direction. 


The familiar “pyramid, usually a 
symbol of one person reaching the 
pinnacle on the backs of many, is 
reversed to indicate that the oppo- 
site is also true: sometimes one 
human being has the responsibil- 


ity of supporting many. 


In the “writing a book” cartoon, a 
little man stands on a ladder, pick- 
ing letters off a stack. Without a 
single word of explanatory text, 
Leeds reminds us that,on the one 
hand, a book is just a pile of letters, 
but on the other hand, it’s a“‘tall job” 
to write one. 


Other people may see other mean- 
ings in Leeds’ work, but everyone 
comes away with something to 
smile about...something to think 
about. 


Leeds makes a point of the fact that 
he has been inspired by the cartoon- 
ists Bob Blechman (whose course 
at the School of Visual Arts he took 
six times) and Chas. B.Slackman 
(sic); by the Belgian painter, René 
Magritte, and by Woody Allen. Such 


mentors, plus his own talents, have 
obviously made for a most satisfac- 
tory career. 


His work has been sought out by 
such discriminating publications 
as The New Yorker, The New York 
Times, Time, Inc., The Washington 
Post, The Boston Globe, The Satur- 
day Review, The Village Voice; also 
La Nueva Provincia in Argentina 
and Maariv in Israel. Among his 


industrial clients are IBM, Union 
Carbide, Xerox and Holt, Rinehart 
& Winston, publishers. Leeds also 
teaches Illustration at Parsons 
School of Design and Media Commu- 
nication at the School of Visual Arts, 
both in New York City. 


For a man who was drawn to art be- 
cause itwouldenable him to “change 
reality to his whim,’ reality hasn't 
needed much changing. 

- Marion Muller 
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THIS ARTICLE WAS SET IN ITC AMERICAN TYPEWRITER™ 


When photographer Marvin 
Schwartz prepared his story 
for U&le (Vol.9, No.1), show- 
ing his photographs of famous 
artists, he casually dropped 

a manuscript, or four manu- 
scripts, on our desk. We loved 
them. We asked Jim Spanfeller 
to illustrate them.We hope you 
like the result as much as we do. 


THE END, | 


B JIM SPANFELLER 
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One day a man decided to sell himself. 
So he put an ad in the paper advertisin 
various body parts, and listed his phone number. 
That night he received 700 calls for his kidneys, 
620 calls for his eyes, and 27 calls for his liver. 
The next day, he sold his body parts to all 

the people. And when he died, people said 


he was no good. THE END 
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One day while Irwin Marshall Mitchell was walking home from work, three men came from behind 
acar and kidnapped him. They took him to an old abandoned warehouse where they had a huge 
machine. They told Mr. Mitchell it was a time machine they had built, and they needed someone 
to go in and test it, as they were too important to make the first trip. They told Mr. Mitchell they 
would have to shoot him if he didnt go. So, he agreed to go. They fed him a marvelous meal and 
explained to him how to operate the machine, as all the controls were inside and only he could 
control it. They suggested he start off in the year 3000. Mr. Mitchell went into the machine, said 
goodbye, and quickly went to 1946. He bought all the IBM stock he could afford, brought the 
machine back to the warehouse, walked out, gave a full report; and, by the time he got home, he 
had a huge dividend check waiting for him in the mailbox. The End 
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Once upon a time, there was a man who had so much money he didn't know what 
to do with it. One day, he went out and bought a thousand used mattresses. When 
they were delivered to his home, he cut them all open and stuffed them with huge 
amounts of money. Then he went and sold them back to different used furniture 
stores, in poor neighborhoods. That night, when he finished selling all the 
mattresses, he went home, and thought about all the people that would lie on his 
mattresses, worrying about where they were going to get the money to pay 
the rent. THE END | 


I ERS SR re Rr 
a: ets xi x 


tien aay oR eer a cma 


h 


THIS PAGE WAS SET IN ITC BARCELONA™ 


16 


Snakes have fangs; porcupines have 
quills; bees have stingers; turtles have 
shells; elephants have tusks, and even 
kittens have claws. Every living creature 
comes into this world endowed with 
mechanisms for self-defense. Only we 
humans are born without some built-in 
equipment to protect ourselves. 

Possibly, by some divine plan, we 
were meant to have no enemies and live 
in peace and harmony with all other liv- 
ing things. Needless to say, the plan has 
gone haywire. 

The first cave man who discovered 
that a rock hurled at a passing raccoon 
could not only provide him with dinner, 
but could also rub out a rival for that 
dinner, was the man who started the arms 
race. Man’s inventive brain has been his 
arsenal for defense. It has provided ideas 
for weapons, ideas for defense systems, 
and ideas for still more weapons to out- 
smart enemy defenses. It’s a dismal fact 
that— from rocks to rockets, from arrow- 


heads to A-Bombs, from muskets to MX 
missiles—we have spent more time, 
energy and money on weaponry than 
on any other single activity. 


In the Beginning 


The earliest weapons used by primitive 
men were the same tools used for hunting 
food: rocks, clubs, bows-and-arrows, spears, 
hatchets, axes, boomerangs, bolas and simi- 


lar items fashioned out of “found” materials. 


The only defense, or armor, against such 
weapons was the normal everyday clothing 
they wore— layers of animal hides which 
softened the blows. In some areas of the 
world, shields were constructed of wood or 
leather and were carried for additional 
protection. 

Once the technology for smelting iron 
ore was discovered, shields were forged of 
heavy metal plate. The ancient Greeks and 
Romans were experts in this department. 


They also devised metal helmets to protect 
the head and jointed plates of metal, called 
grieves, covered their exposed shins. 

Their sophisticated armor notwithstand- 
ing, the Greek and Roman empires collapsed; 
and with them, almost all of European 
civilization and knowledge. The barbarians 
that overran the continent had to learn the 
craft of designing weapons and armor from 
scratch. 


The Middle Ages 

With the Romans driven from their hold- 
ings throughout Europe, land was up for 
grabs. Feudal lords, nomadic tribes and 
power-hungry monarchs fought tooth-and- 
nail for territory. Supplying weapons and 
armor was big business in those days, and it 
reached its peak during the time of the 
great Crusades. 

Needless to say, the armorer was an ex- 
tremely important person in the land. The 
success or failure of soldiers in combat was 
irrevocably entwined with the armorer’s 


engineering skills, for in those days, fighting 
knights went into battle encased in metal 
armor from head to foot. It was the armorer’s 
challenge to make them invulnerable. 

The suits were made either of chain mail 
(tiny links of metal forged together in a 
semi-flexible mesh, like a giant metallic 
sweater ) or in metal plate, cut into seg- 
mented sections and hinged together at 
crucial joints. A helmet covered the head 
and neck, and came equipped with a 
pierced, movable visor for breathing and 
seeing. Hands were protected with metal 
gauntlets, and even the feet were encased in 
metal shoe coverings. 

Not only the knight, but his horse, too, 
was fitted with protective metal armor Suits 
of armor reached their highest degree of 
efficiency in the time of Emperor Maxi- 
milian I, who was credited with inventing 
fluted metal. The corrugated effect not only 
strengthened the metal plate but caused 
enemy weapons to glance off the surface. 
(To this day, it is common practice to cor- 
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Gauntlet. 


Axe of the variety used by the first 
English settlers in America. Wii = tron tomahawk. 


rugate sheets of metal and paper for extra 
strength. ) 


The Symbolic Sword 

Without question, the sword was the 
standard weapon of the medieval knight and 
the Crusaders. It has ever been the legendary 
symbol of war, even when other weapons 
took its place. Think of the countless allu- 
sions that have been made in poetry, hymns 
and the bible: ‘the pen is mightier than the 
sword: ..though they raise up swords against 
me... ‘God, my Lord, breaks their swords... 
‘swords into ploughshares. Out literature is 
also full of magical, powerful swords, lionized 
with names of their own: Naegling, the 
mythic sword of Beowulf, Durindal, the 
sword of Charlemagne’s worthiest knight, 
Roland; and best-known, of course, Excalibur, 
King Arthur’s noble weapon. 
Regardless of the symbolic and magical 


Pontiac brandishing a tomahawk. Hand-arbalet, for hunting, French 16th century. 


18 


Snir 
—= 


Australian boomerang. 


German knife and sheath. German dirk, black iron with gold fillets, 18th century. French dagger and sheath, 16th century. 
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German pistol, 17th century. 
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Pepperbox. 


Na 
Duel between Aaron Burr and Alexander Hamilton. 


Children’s pistols damascened in gold, 
Russian 18th century, 


Ancient flintlock. Henry M. Stanley experimenting with the Maxim automatic machine gun. Pistol with war hammers Italian 16th century. 
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German balloon gun used in World War I. 


associations, the original broadswords were 
not terrifically effective weapons for the ar- 
mored knights. Considering the weight of 
the armor on his shoulders, the length and 
weight of the iron-and-carbon-steel sword 
(sometimes a two-handed affair), it was a 
wonder he could even lift his weapon, let 
alone thrust it at an opponent. These early 
swords had cutting edges rather than sharp 
pointed tips, which made them useless for 
penetrating armor. 

Far more effective were the battle-axe, 
mace and flail which battered and crushed 
armor plate, and the lance and pike used for 
thrusting between the joints. Eventually, the 
rapier, a long-bladed sword with a sharp tip 
was devised to replace the heavy broad- 
sword. The rapier was exceedingly maneuver- 
able, could penetrate chinks in armor and 
was fashioned with an ornamental cup-like 
guard to protect the hand, thus eliminating 
the ungainly gauntlet. 

Despite the advances in weaponry, the 
design of armor had reached such a point 
of perfection in the 14th and 15th centuries 
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Krupp 30.5 centimeter cannon mounted in turret. 


that no weapon could pierce or crush it.The 
Crusaders went off to battle completely in- 
sulated in their protective garb. The great 
mystery of history is how they survived the 
battles in the torrid temperatures of the 
East, sealed into their metal uniforms like 
meat in a pressure cooker. 


The Renaissance and 


“Designer Armor” 


By the time the last of the Crusaders 
returned from their adventures and war 
games, skilled armorers were a vanishing 
breed in Europe. Every refinement possible 
had already been made, as far as efficiency 
was concerned. The invulnerability of the 
armor had, in fact, changed the objective of 
battle from piercing an opponent's armor to 
unseating him from his horse. 

Efficiency was no longer the goal. A new 
mood was sweeping over Europe. The 
Renaissance was an age of self-indulgence, 
embellishment, and interest in material 
acquisitions. Crusaders and traders brought 
souvenirs back from the Byzantine world of 


French bronze mortar. 


uninhibited, sumptuous design. They were 
an inspiration to European craftsmen. 
Armorers, competing for clientele, no longer 
concerned themselves with utility, but con- 
centrated on styling. Artists like Negroli and 
Cellini and master craftsmen from the 
Louvre were commissioned to design per- 
sonal armor and weapons for men of rank. 
The suits that emerged had nothing to do 
with self-defense, but everything to do with 
high style. They were the “designer jeans” of 
their day. Every trendy detail of fashion was 
mimicked in the armor; they had puffed and 
slashed sleeves, engraved stitching patterns 
that resembled embroidery, lavish appliqués 
of gold and silver and precious stones. 

It really didn’t matter that armorers of 
the Renaissance had lost the “engineering” 
skills of their predecessors, because suits of 
armor were.no longer appropriate for battle. 
Gunpowder had been invented, and with it 
the guns that made it useful. Although some 
armored soldiers carried guns into battle, 
they were unwieldy contraptions and un- 
suited to the new trend in warfare. | 
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Illustrations and captions obtained from WEAPONS & ARMOR by Harold Hart, Dover Publications, Inc., New York. 
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U.S, Army 8 inch mortar. 


From Cuts and Thrusts to 
Bangs and Booms 

There are more suppositions than facts 
about the invention of gunpowder It is 
generally agreed that gunpowder was known 
in China, in India and in the Arab world well 
before the 13th century. It was introduced 
into Europe by Arab traders. It became popu- 
lar when Friar Roger Bacon of Oxford 
University, England, chanced upon a formula 
for the explosive and published his findings 
in 1242. Other “inventors” have also been 
named, but it is closer to the truth to say 
they discovered new formulas and dissemin- 
ated the information on a broad scale. 

The actual composition of gunpowder 
has changed over the centuries, but the basic 
formula is a combination of saltpeter, char- 
coal and sulphur. When ignited, the mixture 
explodes and drives the shot from a gun. 

Aside from gunpowder, other forces 
such as compressed gas and springs have 
also been used to fire guns. The firing 
technique, the size and style of the instru- 
ment, the type of shot, and various design 
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Allegorical figure of an Amazon with a cannon. 


elements differentiate one type of gun from 
another. Man, with infinite ingenuity, has 
devised an amazing variety. The most com- 
monly known guns are pistols, revolvers, 
rifles, shotguns, carbines, mortars, machine 
guns, cannons, etc. From earlier times, there 
are names like blunderbuss, flintlock, match- 
lock, musket —all relating to guns used in 
battle, in hunting, dueling, and quite fre- 
quently, just for collecting. 

Like early weapon designers, gunsmiths 
didn’t confine themselves to utilitarian con- 
siderations. Wooden parts were carefully 
chosen for their fine grain, and polished to 
perfection. Metal parts were engraved, em- 
bossed, inlayed with precious metals, ivory 
and gems. It is a constant paradox that so 
much creativity was lavished on weapons of 
destruction. 


Contemporary Weapons 

On the other hand, our modern weapons 
experts waste no time on niceties of design. 
The only embellishment on a shell or mis- 
sile these days is the stencilled initials of the 


Panzermobile with 5 centimeter cannon. 


country of origin. 

We've come a long way from the crush- 
ing, piercing, smashing weapons of our 
forefathers, and the explosive guns, grenades, 
bombs, torpedoes and shells of our fathers’ 
day. We have a horror show of new inven- 
tions. We have chemical weapons such as 
tear gas, mustard gas, mace, nerve gas, na- 
palm and defoliants. We have bacteriological 
weapons to knock out whole armies with 
epidemic diseases. And finally, we have nu- 
clear weapons: A-Bombs, H-Bombs and Neu- 
tron Bombs. 

Finally may be the perfect word to de- 
scribe the state of modern weaponry. Other 
than bullet-proof vests, we have no defense 
against the newest armaments. These para- 
gons of efficiency will leave few living things 
in their wake. Whoever survives a nuclear 
war will find himself back at the start of 
things, with nothing but rocks to throw — 
and if he’s lucky, a passing raccoon to hurl 
one at for his dinner. 


Marion Muller 
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Sometimes designers have to 
scratch around for ideas. Some- 
times, so many ideas are jostling 
around in the brain, it’s difficult to 
sort them out. 

When the designer of this 
alphabet was still a student at 
Pratt Institute, she had a headful 
of impulses prodding her for atten- 
tion. One, she wanted to design 
an alphabet. Two, she wanted to 
demonstrate her watercolor skills. 
Three, she wanted to make use of 
a large collection of animal forms 


she had lovingly drawn and photo- 
graphed at the Bronx and Central 
Park zoos in New York City. 

All three urges were finally 
satisfied in one independent-study 
project — an alphabet of animal 
forms rendered in watercolor. 
Whose zoo is this? Ms. Jeanine 


Colini’s, who advises us that she 
plans to market her alphabet in 
the form of a full-color poster and 
in greeting cards, in the near future. 
Ms. Colini, it turns out, is an 
A-to-Z person in more ways than 
one. She is currently assistant de- 
signer at Hawthorne Design, Ltd, 


Huntington, NY. Her experience 
runs the gamut of graphics 


from ad concepts to finished pro- - 


duction, including layout, illustra- 
tion, type specification, paste-ups, 
photography, animation and film. 
She is also a musician, a Girl 
Scout Leader and a dedicated 


runner, who has the 1982 Long 

Island Marathon to her credit. 
Running, she claims, is her 

favorite pastime, as it clears her 

head and leaves her free to think 

of new ideas. It’s a nice twist, isn’t 

it, to run for ideas instead of out 

of them? Marion Muller 
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It may be hard to believe, but Kristi 
Weber who nurtured this alphabet into 
full bloom, has had no formal art training. 
Maybe the urge to draw and design is 
in her genes—her mother is an artist, her 
father is an architect. Her college degree 
from the University of California, Santa 
Barbara, was in Environmental Studies, 
flavored with a sprinkling of art courses, 
but nothing serious. 

The alphabet project didn't start 
as an alphabet at all, but as Christ- 
mas cards to friends, personalized 
with flowery initials. By the time the 
cards were finished, she had a good 
cache of letterforms and decided to 
follow through to the obvious con- 
clusion of completing the alphabet. 
It paid off. The alphabet is currently 
being adapted for stationery. She 
also has other designs in the works 
for which she hopes to find suitable 
commercial applications, such as 
for sheets, towels, wallpaper, etc. 

Working full time at the admitting 
desk of a rehabilitation hospital doesn’t 
give Ms. Weber all the time she'd like 
to explore her creative bent. But from 
where we sil, it seems that anyone with 
the will, the patience and the dexterity 
to grow this alphabet, surely will find 
a way to blossom herself. 

Marion Muller 
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How to play: Find and encircle, in 

the puzzle body, the words appear- 

ing in the Puzzle Word List. They i \ 

appear vertically, horizontally, diag- 

bs onally and even backwards. Don't 

fr cross letters out—they may be used 

again as part of another name! a 
Here is a sample to start you off. ' 
While these proper nouns: a 

may be spelled differently in other . 

ee languages, please follow the ver- 

ne sions in our Puzzle Word List. 
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Lésungsanweisungen: Sie miissen 
in dem Ratsel die in dem Worter- 
verzeichnis angegebenen Worter (05) 
finden und umkreisen. ae kon- 
nen senkrecht, waagerecht, diagonal 
Q und sogar riickwarts vorkommen. 
ae Streichen Sie keine Buchstaben Ly 
aus—sie kénnten als Teil eines veal 
anderen Wortes gebraucht werden. 
Das Beispiel zeight, wie man 
die Lésung beginnt. @ 
Obwohl Eigennamen in an- | 
deren Sprachen unterschiedlich { 
geschrieben werden mégen, halten all 
) el y Sie sich bitte an die englische 
von - Schreibweise. 
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HnermsAazZzEEzEH az RP Ot BAH waerywa 
NHAPHeeawoOoH WARP BNA SABAH SBD 
ed rroaqmrwartdakK PH UAAP Ww eZ 
ZwzaanarFOK RP KE HMDAH DRO SPH 
AmMnrseZowanAwrTrwnBezAanzwrzrnAsz zZ 
ruonreepo0oeeprerxerrrxerwmw>tymzat wnrnn OW a we 
DHOWH BSmrazx VA DHAwDWDHAARDOG 
> ZSeZeoereanrtesemeHrzzounwzuantne 
roommemaAZawHmaezwezZznHtvA Hema ezsee wo 
MmHarPAK Pre POW me Kee et OmoH ZO 
HDPHODrPmwmAcCoOmrMer HHA HU PH OH 
Gi Bk 3) St Oo Shot. WN. Om BD wie eG Br oe 
mumns o < Rew em za ze ao Ae 
AVA rPHH SC POD DWDAHORPOAZWADH 
Zreanvrvrvpmoorom wnaconwnmwerrrAoauoskr 
Hvrt PH wmP UMD rPONnrP AA MOH Pm yA 
nA Pon zs ZH tw ZzewmOoOnKr Ss sam aH =D 
ZwmWPaZztravsrwamH AZoOzmMwmDaRwDH DD 
DRHSmMHm ZPOHMawmAAH KH ASE PO 
>meZzZOoH NA AH dA HorAaCr RH HAGCO?D 


Regle du jeu: il s'agit de repérer dans | 
le corps du puzzle et d’entourer: 
d'un cercle les mots qui figurent 
dans Ia liste: verticalement, hori- 
zontalement, diagonalement, voire 

inversement. Ne barrez aucune 

lettre — elle resservira peut-étre 

j pour un autre mot! @ 

Voici un exemple qui vous 
mettra sur Ia voie. 

Lorthographe des noms pro- 
pres varie selon les langues. 
Tenons-nous en 4 celle du Puzzle 
Word List. 
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TYPESETTING 


The Comp/Edit 6400 is Varityper's entry into digital 
typesetting. It is a direct entry machine and is due on 
the market in early ’83.It will be priced for a broad 
market but has some attractive quality and perform- 
ance features. Output quality is excellent.Output resolu- 
tion is 1300 lines per inch. Type size range, 414 x 74. It 
can back- or forward-slant in 1° increments up to 45° 
and can expand or condense to 50 percent. It can accept 
discs prepared on photographic Comp/Edits without 
interfacing and offers Varityper's IP (image previewer) 
option for interactive makeup. It stores up to 16 fonts on line and offers fonts on floppy diskettes 
that can be read into the machine as needed...New language capability for Varityper’s Comp/Edit 
and Comp/Set typesetters. The addition of Malayalam brings the repertoire to 39 languages, 16 of 
which employ non-Latin alphabets. Accents and characters can be displayed on the unit’s CRT 
screen...A telecommunications system check is a new no-cost service to users of Comp/Edit tele- 
communications systems.“Remote Loopback Testing” verifies transmission/reception accuracy... 
A new telecommunications option is now available for Compugraphic’s Modular Composition Sys- 
tem (MCS™). It links the MCS to other MCS systems, word processors, or computers...An interactive 
makeup-markup-digitized typesetting system offered by Compugraphic links a Compugraphic 
AdVantage II to an MCS 8400... High 


Speed Option increases speed of the 
8400 from 150 to 250 lines per min- 
ute...MCS also now offers a multiple 
search and translate, and vertical 
justification software options... 
hard disc option on MCS front end 
system holds equivalent of 30 MCS 
standard 514" floppies. Cuts start-up 
time and eliminates storage of large 


jobs on multiple floppies... full 

BY EDWARD M.GOTTSCHALL automatic kerning and character 
compensation now standard MCS 
features...a key component in the 
improved performance of many 
typesetters is the inclusion of an 
Intel single-board computer based 
on Intel's 16 bit 8086 microprocessor. 
Improved speed and finer resolution 
result. For the APS Micro 5 it facili- 
tates setting over 1000 lines per min- 


ute at a resolution of over 3600 lines 
Canon PC System, A plain paper copier with a cartridge. After about 2000 copies the cartridge is snapped « 
out and re afr ed. per inch. 


TYPEFACES 


Digital art services that convert opti- 
cal art of typeface designs to digital 
information are proliferating. The 
demand for such services derives 
from the number of new devices, 
not normally considered typesetters, 
that have the capability to process 
and output type. These include char- 
acter generators, color processors, 
non-impact printers, computers, ma- 
trix and daisy-wheel printers, and 
software. Major companies offering 
digital art services include Bitstream, 
Inec.; Compugraphic Corp.; Mergen- 
thaler Linotype Co.; The Monotype 
Corporation Ltd.; and Typographic 
Systems International (TSI)...A bar 
code typefont Bar Code 39,is now 
available for use on Itek’s Quadritek 
series of typesetters. 


PRINTING, PLATEMAKING 


Electronic printing took a major step 
forward with Xerox’s introduction 
of its low cost (under $20,000) 2700 
multi font laser printer. The 2700 


ee ee en ner con arenas accepts input through communica- 
New Bar Code Type Font. Itek’s Bar Code 39 is for use on Quadrite! setters. ode 39 is the si ° : . 
nae of the US. Tepartnent of Defense and is the preferred code for most industrial applications. tion lines or directly from small 


business computers. It is priced for 
the office and the decentralized data 
operation. Resolution is 300 lines 
per inch (90,000 dots per square 
inch).It can be used for remote site 
printing. Typefaces can be changed 
within a single line. A user can se- 
lect from three to five different fonts 
per page in size range from 6-14 
points. Fonts are provided through 
user changeable font cartridges or 
by the host computer. Page makeup 
is handled by the system, as are logo- 
types and executive signatures. The 
2700 offers printed output at a rate 
of 12 pages a minute. It is small, easy 
to use,and office quiet. The 2700 is a 
spin-off of the more costly 9700 elec- 
tronic printing system. Also intro- 
duced in 1982 was the 8700 medium- 
speed printer for data processing 
centers as well as commercial and 
in-house printing operations. It out- 
puts 70 pages a minute. On the 9700 
and 8700 a graphics printing system 
scans line art and tone art (8 grey 
levels) and merges it with the text 

... Quality photographic reproduc- 
tion by a duplicator is promised 

by the photo contrast feature now 
standard on the Xerox 9500.The de- 
vice projects a 120-line “magazine 
quality” screen, thus creating a half- 
tone image on the receptor. The 9500 
also offers tone reproduction closer 
to tonal range of continuous tone 
photographs and offers operator 
control over degree of contrast de- 
sired in the reproduction... Instant 
color overhead projection trans- 
parencies are possible with Polaroid 
Colorgraph Overhead Projection 
8x10 Land Film Type 891...You can 
team portable scanner with a copy- 
ing machine in a system patented 
recently (No.4,251,253).A document 
can be digitally copied by the scan- 
ner which later can feed the data to 
a copier...And, generally speaking, 
office copiers are not-so-slowly as- 
suming a new role not only by offices 
and quick printing establishments 
but even by commercial printers. 
Copiers or copier/duplicators mostly 
employ xerographic principles today. 
The “intelligent” printers also fea- 
ture a computer controlled laser. 
Augmented by automatic document 
feeding, reduction and enlargement 
capabilities, automatic toner den- 
sity controls,and collating and bind- 
ing units these plain paper copiers 
are virtually printing presses, The 
high speed devices output 5,000-7,000 
copies per hour,and the low-cost, 
high-quality Japanese machines 
have transformed the copier market 
... superb color copies are being pro- 
duced on the Canon Color Copier II. 
Canon color copier centers are being 
opened in New York, Chicago and 
Los Angeles. The high fidelity copies 
are expected to especially appeal to 
art directors, textile designers and 
graphics specialists. Potential busi- 
ness applications include copying 
color graphs for sales presentations 
and for duplicating fabric swatches 
... Cartridge (service free) copier sys- 
tems, PC1O and PC20,introduced by 
Canon. Low cost (around $1200), they 
employ disposable snap-in cartridges 
that hold the photosensitive drum, 
charging device, development and 
toner assembly and cleaner. The 
components have the same lifespan 
as the toner.A new cartridge pro- 
vides new components, virtually 


eliminating periodic servicing. Re- 
placement cartridges come in 
several colors. Cartridges are good 
for about 2,000 copies. The PC20 (PC 
stands for personal copier) features 
a paper feed cassette. Weight 43-49 
pounds. Size of a typewriter. Mar- 
keted for the secretary's desk, confer- 
ence room, professional offices, and 
the home... Direct-to-plate litho- 
graphic technologies are becoming 
more prevalent. They bypass the 
negative, go directly from the paste- 
up or digital information to the press 
plate; save time as well as materials 
and are compatible with front-end 
computer composition systems, 
color scanners, and electronic page 
makeup devices. Presently being ap- 
plied in newspaper production. One 
recently marketed system has been 
introduced by EOCOM Electronic 
Systems. It links a computer toa 
laser, to produce newspaper offset 
printing plates.A newspaper using 
full-page phototypesetters can use 
this system to put the text and pho- 
tos directly onto the offset plate, 
bypassing paste-up as well as the 
photographic steps. Information can 
also be stored for later editing and 
use...Waterless plates; will they ever 
fulfill their promise to replace con- 
ventional offset plates? A new entry 
is the Toray waterless presensitized 
plate. The Japanese plate is being 
distributed in the United States by 
The Pitman Company. It can print 
up to 100,000 impressions... Micro- 
projection platemaking is a rela- 
tively new process with a future. Full 
size offset plates are made by projec- 
tion from microfilm. Reduces film 
costs, saves time, condenses storage/ 
retrieval requirements. Of interest 
to high volume operations. Can 
achieve electronic pagination when 
teamed with a computerized con- 
trol station. Technique is in its sec- 
ond generation of development and 
now claims quality equal to that of 
conventional techniques...Color 
scanning explained in new Kodak 
publication.“The Color-Separation 
Scanner” is a primer and reference 
for managers, potential scanner 
buyers, operators, students and 
others who need a basic understand- 
ing of color scanning. Written for 
general readership. $7.50 in U.S, $9.75 
in Canada. 24 pages. Available from 
Kodak dealers or Eastman Kodak 
Company, Dept.454,343 State Street, 
Rochester, NY 14650...Video tape inter- 


Jaced to color scanner, Dainippon 


Screen has interfaced video tape 
with a color separation scanner. This 
DS development bypasses tradi- 
tional mounting of an original on a 
scanner drum.Cuts costs, saves time, 
reduces use of photosensitive mate- 
rials. Facilitates transfer of color im- 
ages from print to video or video to 
print...laser-scanned velox screened 
prints combine new technology and 
old technique. Laserline prints and 
special effect halftones are offered 
by Pinwheel franchises. For inform- 
ative booklet, Schaedler-Pinwheel, 
404 Park Avenue South, New York, 
NY 10016. 


a a 
TELECOMMUNICATIONS, EM 
SS 


A new AT&T. The big news with the 
most significance for the future of 
the communications industries is 
the final settlement of the govern- 


ment’s anti-trust suit against Bell. 
As aresult, Bell will offer a truly 
national network, AIS/Net 1, that will 
be able to link virtually anyone with 
anyone. It will thus expand the reach 
of existing terminals and systems. 
Customers need make no initial in- 
vestment.They will pay only for what 
they use. By terms of the agreement, 
AT&T divests itself of local phone 
companies and retains intercity 
services, terminal equipment and 
manufacturing,and research and 
development facilities. Bell is now 
free to enter the data processing and 
electronic publishing markets. Its 
role as an information provider is 
limited. It will, for example, be per- 
mitted to supply yellow pages infor- 
mation electronically but cannot, 
for the next seven years, offer the 
electronic equivalent of yellow pages 
advertising. This is to protect news- 
papers and other such information 
providers from being too severely 
impacted by AT&T's move into the 
electronic publishing arena. 


ELECTRONIC PUBLISHING 


Two-way video via satellite is com- 
ing. Recent RCA patent will facilitate 
teleconferences linking remote sites 
and displaying charts, graphs, etc. 

at multiple locations. New system 
promises to reduce interference 
characteristics of some present sys- 
tems...soon your telephone answerer 
will write your messages. Klausner 
Industries, NY, has a patent on a de- 
vice that,instead of taking incom- 
ing messages on magnetic tape, 
makes a printout of it...videotex in- 
terfaces could make any database in 
any computer usable in an otherwise 
incompatible system. For example, 
Prestel, the British videotex system, 
has developed Gateway software. 
This can translate incoming data to 
the Prestel format so that Prestel 
users can access it, yet relieves 
Prestel of having to store all the 
data bases on their system.Gateway 
is already being used in Germany 
and is expected to be available soon 
in The Netherlands, Italy and the 
United Kingdom, and is being tested 
in France. 


PHOTOGRAPHY 


Scheduled for 1983 is an electronic 
still video camera. Sony's Mavica will 
take up to ten pictures a second and 
display them immediately on televi- 
sion screens.It can be a filmless home 
movie camera when plugged into a 
video tape recorder. The electronic 
stills can be transmitted over tele- 
phone lines or coordinated with an 
audio tape. The electronic “film” can 
be edited, erased, reused.The Mavica 
records its images on a small mag- 
netic video disc... Also from Sony,a 
color video printer, the Mavigraph. 
The Mavigraph will make prints 
from the Mavica’s electronic images. 
Also scheduled for 1983 release, itis 
expected to be brought out in com- 
mercial and home use models. 


FRONT ENDS 


Automated programming of typo- 
graphic refinements offered as a 
Quadex Composition System option. 
For Q300 and Q500 systems inter- 
faced with Compugraphic digital 
typesetters, quick loading floppies 


29 
eliminate user programming for 
character-fitting, and kerning...inte- 
grated text and image processing sys- 
tems being developed by Xytex, Inc. 
of Woburn, MA....personal comput- 
ers are increasingly being used to 
drive low-cost typesetters. Example: 
MC500LCS consists of a Commodore 
microcomputer, Mycro-Tek software 
and a Compugraphic CompuWriter. 
It will also run some software busi- 
ness packages. 


STORAGE, RETRIEVAL 


The storage medium of the not-so- 
far-away tomorrow may well be the 
optical disc. These discs can store 
digital information for pictures, type, 
sound and analog and digital data. 
Their storage capacity is huge. They 
offer random access (unlike their 
cousin, the videodisc). They can be 
produced economically and feature 
long life and virtual indestructibility. 
A major problem: present optical 
discs cannot be edited, used inter- 
actively,erased, reused. The Japanese 
claim to have an erasable disc in 
advanced stages of R & D. Instead of 
using a laser to cut physical impres- 
sions on the disc, the laser is used to 
selectively magnetize the surface. 
Optical dises, especially those using 
the Drexon coating (Drexler Tech- 
nology, Mountainview, CA) are much 
harder to tamper with than mag- 
netic discs. Besides some Japanese 
companies, Corning Glass (Corning, 
NY) and Energy Conversion Devices 
of Troy, Michigan, are developing 
erasable optical discs. Presumably 
others are, too... high speed chips are 
slowly approaching the market. 
Example: Bell Laboratories is per- 
fecting a chip that works at ten times 
the speed of presently marketed 
chips. It’s super speed is due to 
Josephson junctions. These switches 
on the chip reside in liquid helium 
which cools the switches and thus 
facilitates higher speeds. Their mini- 
mal heat dissipation also multiplies 
storage/processing power as well as 
the operational speed. It may well be 
the end of the 80s before such chips 
are commercially available...mean- 
while hard Winchester discs are 
replacing floppies for many uses. The 
smaller 514" discs (the size of most 
floppies) can store up to 250,000 for 
a one-sided floppy.Such a dise could 
convert a personal/hobby computer 
into one that could meet many busi- 
ness needs. The Winchester discs 
also cost more and are likely to re- 
place floppies in all segments of the 
market in a hurry...More powerful 
computers. 1BM’s new 3084 almost 
doubles the speed of its 3081 Model 
K, the previous largest computer. The 
3084 handles about 26 million in- 
structions per second, It is basically 
four small computers acting as a unit. 
Sperry Univac has a comparable 
four unit high-speed computer... 
Lasers for optical storage.A new RCA 
patent (4,347,486) is for a laser that 
transmits light through fibers. It 
may soon replace gas lasers as light 
sources for optical disc recording 
and high speed printing. Claimed ad- 
vantages: it can transmit light over 
longer fibers and send data to more 
stations and computer networks. 
Smaller than a grain of salt, this new 
laser is described as the most power- 
ful of its kind in the world. 


THIS ARTICLE WAS SET IN ITC MODERN NO.216™ 


30 


IIC Berkeley Oldstyle’is available in Book, Medium, Bold, and Black 
weights with corresponding italics. Small caps are available in the 
two lightest weights, and oldstyle figures have been designed for the 
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complete family. Only licensed ITC Subscribers are authorized to re- 
produce, manufacture, and offer for sale these and other ITC typefaces 


shown in this issue. This license is your guarantee of authenticity: 
si a 0 AS aS A a a 


ITC BERKELEY OLDSTYLE DESIGNED BY TONY STAN 


Sena Gace A a IRN SE 2 Ga ARNO ES NS A a 


These new typefaces will be 
available to the public on or 
after April 18, 1983, depend- 
ing on each manufacturer’s 
release schedule. 


14 point Book 


“ITC Berkeley Oldstyle has 
a natural form. The face was 
drawn free of ruling pen 
and straight edge. Natural 
nuances which result from 
the pen strokes are seen in 
each letter. There are ever- 
so-slight differences in the 
serifs and heavy strokes, 
which soften the appear- 
ance when the letters are 
combined into words. Each 
weight was drawn without 
the aid of computer soft- 
ware or reproportioning 
camera shots. Just old-style 
hand lettering” —Tony Stan 


14 point Medium 


ITC Berkeley Oldstyle de- 
rives its name from the 
University of California 
Press, located in Berkeley, 
California. In 1938 Frederic 
Goudy created what was, 

in his eyes, one of his most 
successful typeface designs. 
He drew it at the request of a 
friend, for the University of 
California Press at Berkeley. 
The typeface has remained 
the property of the University 
Press since it was released; 
and has, unfortunately for 
the design community, seen 
little use elsewhere. 


14 point Bold : 


ITC Berkeley Oldstyle 

is based on this original 
Goudy type design. It 
carries the flavor and 
dynamics of University of 
California Oldstyle with- 
out being a copy. In fact, 
there is a little of several 
other Goudy designs 

in ITC Berkeley Oldstyle: 
Kennerley, Goudy Old- 
style, Deepdene; and even 
a bit of Booklet Oldstyle. 


14 point Black 


Special attention was paid to 
determining the correct family 
weight relationships for ITC 
Berkeley Oldstyle. This is best 
explained by Tony Stan, the 
designer of this typeface. “The 
four weights were carefully 
designed to create one har- 
monious family. The weight 
relationship between the Book 
and Medium designs were 
especially important. The Book 
could not be too light; this would 
require disproportionately 
heavying up the thin strokes for 
small point size resolution. 

The Medium is the foundation 
for text composition. Thus, there 
is less contrast between these 
two weights as in other type- 
styles. The Bold takes a bigger 
jump to add emphasis; and the 
Black is as heavy as this design 
can go without suffering in 
small point sizes.’ 


14 point Book Italic 


ITC Berkeley Oldstyle is char- 
acterized by its calligraphic 
weight stress, subtlety of line, 
and classic x-height; which 
when combined, make ITC 
Berkeley Oldstyle both invit- 
ing and easy to read. Design 
traits which mark this type- 
face are the extended apex of 
the capital “A? the diagonal 
crossbar of the lowercase “e,” 
and the serifs which are ex- 
tended slightly on the right. 


¥4 point Medium Italic 


Little is outside of ITC Berke- 
ley Oldstyle’s range of ap- 
plications. It can be used 
equally as well for both text 
composition and display head- 
lines. ITC Berkeley Oldstyle’s 
texture will not tire the eye 

in lengthy copy, yet its design 
traits are sufficiently distinc- 
tive to attract attention. 


14 point Bold Italic 


In addition to ITC Berkeley 
Oldstyle; Tony Stan is the 
creator of the ITC Century,” 
ITC Cheltenham; and ITC 
Garamond” typefaces. 


14 point Black Italic 
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BOOK 


Excellence in typography is the result of nothing more than an attitu 
de. Its appeal comes from the understanding used in its planning; th 
e designer must care. In contemporary advertising the perfect integr 
ation of design elements often demands unorthodox typography. It 
may require the use of compact spacing, minus leading, unusual siz 
es and weights; whatever is needed to improve appearance and imp 
act. Stating specific principles or guides on the subject of typograph 
y is difficult because the principle applying to one job may not fit th 
6 POINT 


Excellence in typography is the result of nothing more th 
an an attitude. Its appeal comes from the understanding u 
sed in its planning; the designer must care. In contempora 
ry advertising the perfect integration of design elements 0 
ften demands unorthodox typography. It may require the 
use of compact spacing, minus leading, unusual sizes and 
weights; whatever is needed to improve appearance andi 
mpact. Stating specific principles or guides on the subject 
7 POINT 


Excellence in typography is the result ofnothing mor 
ethan an attitude. Its appeal comes from the underst 
anding used in its planning; the designer must care. | 
ncontemporary advertising the perfect integration 0 
f design elements often demands unorthodox typog 
raphy. It may require the use of compact spacing, mi 
nus leading, unusual sizes and weights; whatever isn 
eeded to improve appearance and impact. Stating sp 
8 POINT 


Excellence in typography is the result of nothi 
ng more than an attitude. Its appeal comes fro 
m the understanding used in its planning; the 
designer must care. In contemporary advertisi 
ng the perfect integration of design elements o 
ften demands unorthodox typography. It may 
require the use of compact spacing, minus lea 


ding unusual sizes and weights; whatever is ne 
9 POINT 


Excellence in typography is the result ofn 
othing more than an attitude. Its appeal c 
omes from the understanding used in its 
planning; the designer must care. In conte 
mporary advertising the perfect integratio 
n of design elements often demands unor 
thodox typography. It may require the us 


e of compact spacing, minus leading, unu 
10 POINT 


Excellence in typography is the result o 
fnothing more than an attitude. Its app 
eal comes from the understanding use 
d in its planning; the designer must ca 
re. In contemporary advertising the pe 
rfect integration of design elements oft 
en demands unorthodox typography. I 


t may require the use of compact spac 
11 POINT 


Excellence in typography is the res 
ult ofnothing more than an attitude 
Its appeal comes from the understa 
nding used in its planning; the des 
igner must care. In contemporary a 
dvertising the perfect integration of 
design elements often demands un 
orthodox typography. It may requir 


12 POINT 


Excellence in typography is th 
e result of nothing more than 
an attitude. Its appeal comes fr 
om the understanding used in 
its planning; the designer mu 
st care. In contemporary adver 
tising the perfect integration o 
f design elements often dema 


14 POINT 


MEDIUM 


Excellence in typography is the result ofnothing more than an attit 
ude. Its appeal comes from the understanding used in its planning 
the designer must care. In contemporary advertising the perfect in 
tegration of design elements often demands unorthodox typograp 
hy. It may require the use of compact spacing, minus leading, unus 
ual sizes and weights; whatever is needed to improve appearance a 
nd impact. Stating specific principles or guides on the subject of ty 
pography is difficult because the principle applying to one job ma 


Excellence in typography is the result of nothing more th 
an an attitude. Its appeal comes from the understanding 
used in its planning; the designer must care. In contemp 
orary advertising the perfect integration of design eleme 
nts often demands unorthodox typography. It may requi 
re the use of compact spacing, minus leading, unusual s 
izes and weights; whatever is needed to improve appear 
ance and impact. Stating specific principles or guides on 


Excellence in typography is the result of nothing 
more than an attitude. Its appeal comes from the 
understanding used in its planning; the designer 
must care. In contemporary advertising the perfe 
ct integration of design elements often demands 
unorthodox typography. It may require the use of 
compact spacing, minus leading, unusual sizes a 
nd weights; whatever is needed to improve appea 


Excellence in typography is the result of noth 
ing more than an attitude. Its appeal comes fr 
om the understanding used in its planning; t 
he designer must care. In contemporary adve 
rtising the perfect integration of design elem 
ents often demands unorthodox typography 
It may require the use of compact spacing, m 
inus leading, unusual sizes and weights; wha 


Excellence in typography is the result of 
nothing more than an attitude. Its appeal 
comes from the understanding used in it 
s planning; the designer must care. In co 
ntemporary advertising the perfect integ 
ration of design elements often demands 
unorthodox typography. It may require t 
he use of compact spacing, minus leadin 


Excellence in typography is the resul 
t of nothing more than an attitude. It 
s appeal comes from the understand 
ing used in its planning; the designer 
must care. In contemporary advertisi 
ng the perfect integration of design e 
lements often demands unorthodox 
typography. It may require the use of 


Excellence in typography is the re 
sult of nothing more than an attit 
ude. Its appeal comes from the un 
derstanding used in its planning t 
he designer must care. In contem 
porary advertising the perfect int 
egration of design elements often 
demands unorthodox typograph 


Excellence in typography is t 
he result of nothing more tha 
nan attitude. Its appeal come 
s from the understanding use 
d in its planning; the designe 
r must care. In contemporary 
advertising the perfect integr 
ation of design elements ofte 


BOLD 


Excellence in typography is the result of nothing more than an atti 
tude. Its appeal comes from the understanding used in its planni 
ng the designer must care. In contemporary advertising the perfec 
t integration of design elements often demands unorthodox typo 
graphy. It may require the use of compact spacing, minus leading 
unusual sizes and weights; whatever is needed to improve appear 
ance and impact. Stating specific principles or guides on the subj 
ect of typography is difficult because the principle applying to on 


Excellence in typography is the result of nothing more th 
an an attitude. Its appeal comes from the understanding 
used in its planning; the designer must care. In contemp 
orary advertising the perfect integration of design eleme 
nts often demands unorthodox typography. It may requi 
re the use of compact spacing, minus leading, unusual si 
zes and weights; whatever is needed to improve appeara 
nce and impact. Stating specific principles or guides ont 


Excellence in typography is the result of nothing 
more than an attitude. Its appeal comes from the 
understanding used in its planning; the designer 
must care. In contemporary advertising the perfe 
ct integration of design elements often demands 
unorthodox typography. It may require the use o 
f compact spacing, minus leading, unusual sizes 
and weights; whatever is needed to improve appe 


Excellence in typography is the result of not 
hing more than an attitude. Its appeal come 
s from the understanding used in its planni 
ng; the designer must care. In contemporar 
y advertising the perfect integration of desig 
n elements often demands unorthodox typ 
ography. It may require the use of compact s 
pacing, minus leading, unusual sizes and w 


Excellence in typography is the result of 
nothing more than an attitude. Its appe 
al comes from the understanding used i 
nits planning; the designer must care. In 
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Abstracts in type: When you spend 
your nine-to-five hours solving prob- 
lems with type, from five-to-nine you 
want to throw the rules out the win- 
dow and have some fun. To UC@Ic 
art director Bob Farber this means 
creating abstract designs with type- 
face shapes and colors. Now, how did 
a nice fashion ad agency AD get 
this way? Night Life: Early in his 
career, with his days at Abraham 
Lincoln High School studying under 
Leon Friend behind him, Bob worked 
at fashion agencies such as Irving 
Serwer and Harry Serwer by day, 
and for eleven years continued lis 
art/design/tllustration education at 
night. The year he studied with ab- 
stract painter Stuart Davis, at The 
New School, made an everlasting 
impression. Bobs great hobby is 


creating large and small three- 
dimensional abstractions in wood. 
He is also particularly sensitive 
to the negative shapes in letter- 
forms, a sensitivity cultivated by 
Stuart Davis. In fact, when Bob 
looks at a typeface, he very often 
sees the negative space first. It’s 
not surprising then, that when he 
felt the need for a U&lIc color 
section that would be different 
from any previously done, that 

he created these typeface abstrac- 
tions. He didn’t want a story, 

or conventional typography, just 
eight pages of visual fun with 
shapes and colors. Other major 
influences shaping Bob's career in- 
clude his high school teacher, Leon 
Friend, whose roster of former stu- 
dents reads like a who's who of art 
and design (Gene Federico, William 
Taubin, Alex Steinweiss, among 


Type as art as fun. Sometimes the 
most fun is enjoyed doing something 
you are not supposed to do. Ask any 
child, if you don't recall your own child- 
hood. Bob Farber, one of our truly great 
problem solvers with type is quick to 
tell you, type is meant to be read. That's 
why he had so much fun creating typo- 
graphic images that not only can't be 
read but aren't intended for reading. 
Here he’s taken some of the logos 
or variant characters from the ITC 
Benguiat™ family and lined them 
up like Narcissus at the edge of the 


stream. Narcissus, you recall, was 
that Greek lad who so admired him- 
self that he spent much of his time 
looking at his image in the water. 
The gods punished (rewarded?) 

his vanity by turning him into a 
streamside Hower nodding toward 
its reflection. Just as the narcissus 

is a thing of beauty, so is this interlaced 
and multiple mirrored set of letters. You 
can identify the individual letters, but 
why bother? Just let your eyes feast 

on the flowing, joyous curves and the 
shapes they form. EG 


many others). From Jimmy Ernst, 
at Pratt Institute, Bob caught an 
excitement and enthusiasm for 
shapes and colors that grows with 
the years. And from AD Lee Batlin 
he learned to put his own work on 
the wall and look at it until he hated 
it; until he knew every flaw that 
was in it. If you pass Bob’s open- 
door office today, you might find 
him just leaning back in his tan 
swivel armchair and staring at the 
wall. He is not dreaming nor admir- 
ing his layouts. He’s analyzing 
them, ripping them apart in his 
mind. He has to be satisfied with a 
layout for days before letting go of 
it.Sometimes a layout goes through 
as many as ten revises before he’s 
satisfied with it.A few never get 
revised. “Those,” he says, “are in- 


evitably the best.” Order out 

of chaos: Bob, as a graphic de- 
signer, is superb at bringing 
order out of chaos, at problem 
solving, without being graphi- 
cally dull or blatant. Yet, looking 
at these abstracts, one might 
think he’s had more fun creat- 
ing chaos out of order. But look 
again, there’s much order un- 
derlying the beauty of each 
type illustration. When design- 
ing U&elc pages, Bob is an “eyes 
closed” designer. He reads the 
copy then closes his eyes and 
develops, and sees,a layout 
whole in his mind. He doesn't 
thumbnail it nor develop it on 
paper element by element. The 
concept evolves in his head,and 
when he noodles it on paper he 
is not creating it but testing it. 


For the record 


Born: 
Bob Farber 
Poland 


To USA: 
1930 


Ad Agencies: 
Irving Serwer 
Harry Serwer 
Grey Advertising 
Needham, Harper, Louis & Brorby 


Entered type business 
and became consultant 
graphic designer: 
1963 


Partner, 
Lubalin, Burns &@ Company: 
(A parent company of ITC) 


Became Art Director U@Ie: 
1981 


Awards: 
Numerous major awards from 
such organizations as 
Art Directors Club (NY), 
Type Directors Club, 
American Institute of Graphic Arts, 
Society of Typographic Arts 


Collections: 

Work in the permanent 
Graphic Arts Collection of 
the Museum of Modern Art 
New York, NY 


THIS PAGE WAS SET IN ITC GALLIARD™, ITC CUSHING™, ITC FENICE™, ITC BARCELONA™, AND ITC BENGUIAT® CONDENSED 


ITC AVANT GARDE GOTHIC" 


Ais for... 

Ais for Avant Garde Gothic, ITC's 
first typeface family and the 
first letter in our alphabet. 

Itis also the first letter of 
key words in some provocative 
definitions and quotations. 


Art 
“All loved art in a seemly way 
With an earnest soul and a capital A” 
(James Jeffrey Roche, “The V-A-S-E") 


Achievement 
“Achievement,n.The death of 
endeavor and the birth of disgust.” 
(Ambrose Bierce, “The Devil's Dictionary”) 


Advice 
“Advice,n. 
The smallest current coin.” 
(Ambrose Bierce, “The Devil's Dictionary”) 


Artists 
“The artist 
The moment he solves his problem 
Starts to copy himself.” 
(Willem Sandberg) 


Art 
“Real art is not a matter 
of talent but of character.” 
(Willem Sandberg) 
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X, asin hex 


*VJust for pretty.” 
When in southeastern 
Pennsylvania one day, 
he sought the reason 
jor a colorful pattern 
on a local artifact and 
was told, “It’s just for 
pretty.” That’s what Bob’s 
exercise with the (ITC 
Tiffany ) X°’s here is all 
about. Not to be read. 
Not to be analyzed. Just 
enjoyed. Just for pretty. 


ITC TIFFANY 


This gracefully ornate ITC Barcelona’ ampersand ts as full of curves as the 
origin of the symbol. The symbol, today, represents the word “and.” But, once 
upon a time, our language was less direct, less concise. In certain circum- 
stances, people used the expression“and per se and.” Literally this meant “and 
by itself and.” This mouthful was represented by space- and time-conscious 
people as &, and the expression tightened to the word “ampersand.” The con- 
voluted phrase not only became an efficient, function-oriented symbol but a 
point of fascination for typeface designers. The range of ampersand designs 
runs the gamut from streamlined to highly ornate. Ed Benguiat created two 
ampersands for ITC Barcelona: Both are graceful and totally curvilinear. 
Ué&lc art director Bob Farber chose the alternate or more elaborate one for 
this page. He found it so beautiful, he just enlarged it, dressed it, like Joseph, 
in a coat of many colors, and let it float free for all to admire. 


The ampersand and its multicolored coat. 


ITC BARCELONA" 
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ERS Suey TE 


A menagerie of letters* 


Red and blue 
and green and black 
AandBandCandD 

and counters and serifs 
overlaps and blends, 
a little imagination 
and who knows where it ends? 


A montage, a collage, 
acrazy quilt 
more serifs and crossbars 
up to the hilt, 
a little imagination 
and a picture is built. 


“ALL IN ITC AMERICAN TYPEWRITER" 
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ITC CENTURY" 


Why the ¥. The upper strokes of the Y go in opposite directions, as 
ifit couldn't make up its mind which road to take. Hardly surprising 
if you consider the Y doesnt know for sure where it came from. Its 
form traces back to the Phoenician waw (Y) which also gave birth 
to our F U,Vand W. Some think the hieroglyph representing a crea- 
ture called a Cerestes was the antecedent of the waw. In.any case, it 
represented the sound of W as in wing. The Phoenician waw devel- 
oped variant forms which also represented the sounds of F U, Vand W 
and eventually evolved into their corresponding letterforms.No won- 
der then, that Bob Farber flopped this ITC Century Y laterally and 
then stood it on its head. 
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ITC BOOKMAN" 


i 


Mirror, mirror on the wall... 


The fairest one of all happens to be the 
ITC Bookman italic swash. The combo. 
There it is, in blue, if you are reading nor- 
mally. If you read while doing a handstand 
for your morning exercises, you'll prefer 

the black version. But if you're a mirror per- 
son youll prefer the red or green versions. 


Regardless of how you look at it, Bob Farber 
has shown us again how much beauty 
there is in everyday things. 


He reminds us, too, that beauty is often hid- 
den. You have to slow down a bit to find it; 
you have to look this way and that Even 

a one-dimensional letterform can be multi- 
Jaceted if you'll let your imagination play 
with it When you can see and feel and play 
with letterforms this way, they become 
friends and easier to work with than when 
things like legibility and readability are 


the name of the game. 


ITC SERIF GOTHIC” 


A kaleidoscopic A. 


In Greek, kalos means beautiful and 
eidos means form; the Greek word skopos means to watch or 
look at.Hence a scope is an instrument for viewing. A kaleido- 
scope contains loose bits of colored glass held between two flat 
plates and two plane mirrors.Turning the scope causes the glass 
bits to fall into an endless variety of patterns permitting one to 
see beautiful forms. Our word calligraphy also derives from the 
Greek kalos (beautiful) and graphia, writing. It's amazing how 
much kalos one can create with just a kaleidoscopic twist of such 
a simple letter as an ITC Serif Gothic A. 


SELF 


The U&Ic Book Shelf reviews new 
books believed to be of interest to 
U&lc readers and lists the pub- 
lisher, with address, and the price 
of the book so that the books may 
be ordered directly. All prices are 
for delivery within the U.S. A. or 
Canada. Prices listed are based on 
payment accompanying order. If 
payment is not included, you will 
be billed for handling and shipping 
charges. Please add your local and 
state sales tax wherever appli- 
cable. For books to be delivered 
outside the U.S.A. or Canada, 
please request the price and ship- 
ping charges from the publisher. 


Please note: U&lc does not sell books. 


All orders should be placed directly with the publisher(s) concerned. 


International Calligraphy Today 


Arich collection of contemporary calli- 
graphic art.The book is based on the show 
of the same name organized by Interna- 
tional Typeface Corporation.The show 
attracted record crowds to the ITC Center 
for four months, and several sets of slide 
versions have been constantly on tour. More 
than 2,400 entries were judged by a blue 
ribbon panel: Hermann Zapf (Chairman), 
Jeanyee Wong, Philip Grushkin,Ed Benguiat, 
and the late Herb Lubalin. The 150-plus 
selections represent the work of 118 art- 
ists from 21 nations.This is a book for 
serious cCalligraphers, illustrators, art direc- 
tors, graphic designers, and art school 
teachers and students. Foreword by Her- 
mann Zapf.|Introduction by Philip Grushkin 
and Jeanyee Wong. 

Watson-Guptill Publications, Inc., 1515 
Broadway, New York, NY 10036. 192 pages. 
8% x 11.120 b/w, 24 two-color and 16 full- 
color illustrations. Biographies. |Index.$24.95. 


The Awards Directory—1981 


A booklet listing art and design competi- 
tions of national interest. For each of 45 
shows it lists the sponsor's address and 
phone and such key data as eligibility, field, 
competition categories, awards exposure, 
timing, entry format,and method of judging. 
The center spread, listing call dates for 
1981 is obsolete, but the rest of the data is 
useful. 

Source/Inc.,180 N. Michigan Avenue, 
Chicago, IL 60601.32 pages.8 x 11.Paper. 
$20.00. 


Penrose, Volume 74 


- For almost three-quarters of a century this 
has been, and still is, the annual that blends 
an update of technologies, points of view, 
traditions, and beautiful presentation.Some 
24 articles cover such varied concerns as 
Videotex and Sari Fabrics, Super Computers 
and The Designer, Victorian Poster Books, 
Digital Surrealism, Television Typography and 
The Penrose Survey of New Communica- 
tion Technologies. All in all,a joy to the eye 
and mind. 

Alphabet Press, Box 56, North Quincy 
Station, Boston, MA 02171.288 pages. 
8% x 11%. $62.70. 


Harry Benson on Photojournalism 
by Gigi and Harry Benson 


This is a book of insights as well as of 
pictures. Harry Benson has recorded peo- 
ple and events for Time, Life, People, New 
York Times Magazine, Stern, Harper's Bazaar, 
New York, Fortune, Ladies Home Journal, 
Sports and French Vogue. Here are not only 
some of his best pictures but amusing/ 
informative information about each, plus a 
running text partly drawn from Benson's 
own observations and partly from inter- 
views with top photo editors. 

Harmony Books, One Park Avenue, New 
York, NY 10016.176 pages.8% x 11%. 
$22.50 hardcover, $12.95 paper. 


Design with Paper 
by Raymond A. Ballinger 


A heavily illustrated combination showcase 
and how-to. Magnificent examples of paper 
art,such as: children’s books pop-outs, greet- 
ing cards, direct mail advertising pieces, 
unusual packaging, architects’ models, 
masks, furniture pieces and paper sculptures 
as well as charming samples from the past. 
Van Nostrand Reinhold,130 West 50th 
Street, New York, NY 10020.144 pages. 
8% x 11.$29.95. 


The Computer Image 


The Computer Image 
by Donald Greenberg, Aaron Marcus, 
Allan H.Schmidt, Vernon Gorter 


Four up-to-date essays and an extensive 
selection of color pictures explain and show 
how computers can be used to create and 
manipulate graphics.With glossary and 
bibliography. 

Addison-Wesley Publishing Co.,Reading, 
MA 01867.128 pages.8% x 10%.$27.95. 


Political Graphics: Art As A Weapon 
by Robert Philippe 


A profusely illustrated analysis of art as a 
social weapon.Looks at how the graphic 
arts have affected our society and culture. 
Covers political art from anti-clerical leaf- 
lets of the Renaissance and Reformation 
to the ecology and anti-nuclear wall post- 
ers of today. Shows how imagery has been 
used to exalt or condemn. 

Abbeville Press, Inc.,505 Park Avenue, 
New York, NY 10022. 336 pages. 400 illus- 
trations, 122 in full color.8% x 11.$50.00. 


Insects Etc. 
Paintings by Bernard Durin 


This lovely book was featured in Volume 9, 
No.2.The beauty and accuracy of Mr.Durin’s 
paintings make it a joy to behold, not only 
for collectors of beetles and other insect 
specimens, but for every lover of nature, 
great art and beautiful books! 

Literary anthology introduced and select- 
ed by Paul Armand Gette. Entomological 
commentaries by Gerhard Scherer. Trans- 
lated by Georg Zappler. 

Hudson Hills Press, Inc., Suite 4323, 30 
Rockefeller Plaza, New York, NY 10012. 108 
pages. 11% x 13%.34 color plates.$50.00. 


PE DIRECTORS CLUB 


Typography 3 


The Type Directors Club annual focuses on 
typographic excellence in a variety of 
media—advertising and promotional art, 
editorial design, packaging, logotypes, trade- 
marks, and corporate graphics.The 200-plus 
pieces, comprising the TDC’s 28th annual 
exhibition, were selected from over 3,400 
entries from four continents. Obvious is the 
way copy now flows within overall design 
rather than being concentrated in blocks. 
This, of course,is a design trend flowing 
from the freedoms offered by the new 
technologies. 

Watson-Guptill Publications, Inc., 1515 
Broadway, New York, NY 10036.216 pages. 
8% x 11.40 color pages. Index. $27.50. 


The Magic of Instant Photography 
by Peggy Sealfon 


Here’s something new in photography 
books—a combination art portfolio and 
how-to—a do-it-yourself guide to creative 
options open to the graphic designer with 
an instant camera.Runs the gamut, from 
choosing the camera and film to choosing 
mats.Covers gels, filters, multiple exposures, 
manipulations, sepia toning, instant over- 
lays, enlarger printing and more. Portfolio 
section includes work by such artists as 
Ansel Adams, Bruno Joachim, Pete Turner 
and Andy Warhol.200 full color,80 b/w 
photos and 40 step-by-step illustrations. 

CBI Publishing Co.,Inc.,51 Sleeper Street, 
Boston, MA 02210.239 pages.8% x 11. 
Paper. $14.95. 


Graphis Annual 82/83 


The 700-plus examples in this edition make 
one wonder where applied art ends and 
fine art begins. Stanley Mason's introduc- 
tion ponders that point. Of the 726 illustra- 
tions, 104 are in color. 

Graphis Press Corp., Dufourstrasse 107, 
CH-8008, Zurich, Switzerland. 252 pages. 
9% x 12.SFr112; $59.50 U.S.A; £31. 
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Great Magazine Covers of The World 
by Patricia Frantz Kery 


A panorama of more than 500 covers from 
20 countries, spanning 150 years of maga- 
zine publishing. Informative text. Index. 
Bibliography.A large, beautiful and unusual 
collection. 

Abbeville Press, Inc.,505 Park Avenue, 
New York, NY 10022.384 pages.9 x 12. 
$65.00. - 


The Design Concept 
by Allen Hurlburt 


How do original graphic ideas come to life? 
Author Allen Hurlburt should know.In his 
career many ADC,TDC and AIGA medals 
recognized his creativity. But in this book 
he goes beyond his own experience to dis- 
cuss creative approaches and problems, 
concepts, tactics and strategies. He also 
reviews eight creative solutions evolved by 
eight Art Directors Club hall-of-famers: Paul 
Rand, Saul Bass, Brad Thompson, George 
Lois, Milton Glaser, Herb Lubalin, Lou Dorfs- 
man, Henry Wolf.A wonderfully idea-provok- 
ing, thought promoting, lucid book. 

Watson-Guptill Publications, Inc.,1515 
Broadway, New York, NY 10036.160 pages. 
84x 1044.$22.50. 


JULES FEIFFER’S AMERICA 
FROM EISENHOWER TO REAGAN 


sition nt Ne tf 


Jules Felffer's America 
by Jules Feiffer 
Edited by Steven Heller 


Here's a great collection of the best of 
Feiffer, the man who has made us scream 
and laugh at the political, moral, social and 
emotional vagaries of our time. Graphic 
comments on more than twenty-five years’ 
of the sense and nonsense of American 
life are grouped by presidencies, starting 
with “The Ike Age” and “all, the way up to 
(but, alas, not out of) Reagan's ‘Movie 
America!” It’s a record of Dementia Ameri- 
cana in penned cartoons and words. Suc- 
cinct text adds background and pungency. 
Editor Steven Heller,a U&Ic contributor, is 
Art Director of The New York Times Book 
Review and author of “Man Bites Man.” 

Alfred A.Knopf,Inc.,201 East 50th Street, 
New York, NY 10022.254 pages. Paper.9 x 
12.$12.95. 


Britain From The Air 
by Bernard Stonehouse 


A spectacular coffee-table treasure. Con- 
tains 152 color pages of cities, towns, 
hamlets; as well as Welsh valleys, Scottish 
glens, English holiday beaches, bridges, 
country houses, cathedrals, palaces and 
castles. 

Crown Publishers, Inc., One Park Avenue, 
New York, NY 10016. 160 pages. 14% x 
10%.$30.00. 
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Lettering 
by Charles R.Anderson 


Acombination history and how-to.Part 1 out- 
lines the history of Western writing and the 
development of the Roman alphabet. Part 
2 is acomprehensive course of instruction 
with emphasis on the formation of letters, 
the development of necessary disciplines 
and sensitivities, and the execution of a 
variety of letter styles.Covers tools, mate- 
rials, procedures, techniques, exercises. 

Van Nostrand Reinhold,135 West 50th 
Street, New York, NY 10020.192 pages. 
836 x 11. Illustrated. Indexed. Bibliography. 
Paper. $9.95. 
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Typographic Years 
by Joseph Blumenthal 


Subtitled “A printer's journey through a 
half century,’ this autobiography tells of a 
life with fine printing,and a dedication to 
typography and the best in book design. It 
tells how the Spiral Press grew, and about 
the changes wrought by computers. Mr. 
Blumenthal also tells how he designed, 
drew and produced the Emerson type fam- 
ily. It is,as the writer hopes,a microcosm 
of typographic currents and events of a 
remarkable half-century. 

Frederic C. Beil, 321 East 43rd Street, 
New York, NY 10017. 153 text pages plus 
16 pages reproducing work designed by 
Mr.Blumenthal and produced at Spiral 
Press. 6% x 914.$26.50. 


Directory of Washington Creative Services 


Covers a multitude of categories for the 
DC area. Main subdivisions are: Audio 
Visual, Editorial and Writing, Graphics, Pho- 
tographers Supplies, Adjacent Services, 
Broadcast and Print Media.Covers Wash- 
ington-Baltimore area. Includes display ads, 
some in color, that showcase some of the 
available services. 

DWCS, 1506 Nineteenth Street, N.W., 
Washington, DC 20036.180 pages.8% x 9. 
Wirebound.$19.50. 


26 Bisarre Porsmal Hestories 
WILLIAM BRAMHALL 
Foressord by Jolm Train 


The Great American Misfit 
by William Bramhall 


U&lc readers familiar with Bramhall’s calen- 
dars will enjoy new laughs in this rogues 
gallery of eccentrics. Here, in Bramhall’s 
fine but acerbic pen style, are famous/ 
infamous embezzlers, politicians, female 
impersonators, athletes—twenty-six Ameri- 
cans outside the common mold, including 
General Custer, miser Hetty Green, and 
White House resident Warren G. Harding. 
Clarkson N. Potter, Inc.,One Park Avenue, 
New York,NY 10016.78 pages.5% x 84%4.$7.95. 


Designing for Television: TV Guide Advertis- 
ing Broadcast Designers’ Association, Inc. 


Hundreds of examples of network and local 
station ads in TV Guide, plus articles on 
production, design and mechanical require- 
ments. 

Broadcast Designers Association, RO. Box 
71,Harlingen, TX 78551.295 pages. 11 x 
8%.$25.00. 
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Calligraphy Idea Exchange 
Edited by Eileen Kirban 


Anew magazine with lots of goodies for cal- 
ligraphers and admirers of calligraphy. The 
charter issue, for example, packs into its 80 
pages and cover articles on cut paper cal- 
ligraphy, brush works by Arthur Baker, the 


- fine points of pen points, color, paper, to 


name just a few,as well as such service fea- 
tures as a calendar of events,a shopping 
guide, and reports on calligraphy gather- 
ings. Lots of illustrations. 

Calligraphy Idea Exchange, 211 Kent 
Road, Huntingdon Valley, PA 19006. Pub- 


lished quarterly.Annual subscription, $40.00. 


27 Chicago Designers 


This is the 34th annual showcase of the 
work of a group of outstanding Chicago 
based graphic designers.There's a bio and 
picture of each and several color pages to 
give you a good sense of their style. Actually, 
the 27 are a blend of designers and 
illustrators. 

27 Chicago Designers, 860 Lake Shore 
Drive, Chicago, |L 60611. Free to qualified 
individuals. $15.00 to others. 
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The Prints of Louls Lozowick: 
A Catalogue Ralsonne 
by Janet A. Flint 


A definitive study of the graphic work of 
one of the major artists of the American 
Scene/Precisionist school. His lithographs 
of the '20s and ’30s focus on the basic 
structural elements of the city and industry. 
In the 40s, as the depression deepened, 
his concern for the human condition 
resulted in more emphasis on the human 
figure and less on cubes and girders, 
bridges, pipes and wires. Lozowick’s 270 
plus lithographs are all here,in rich duo- 
tones, as are all his drypoints and wood 
engravings.In the foreword, Alfred P Maruice 
calls the prints “joyous and optimistic ex- 
pressions in which these (mundane urban 
and industrial) forms were presented as 
magnificent sculptures of our time.” 
Hudson Hills Press, Inc.,30 Rockefeller 
Plaza, New York, NY 10020.224 pages.9 x 
12.314 duotones. 16 full-color. $50.00. 


Graphic Designer's Production Handbook 
by Norman Sanders 


“If ever a designer prayed that the printed 
replica of his or her work might approach 
the perfection of the comp, this book is an 
effort to answer that prayer:’So claims 
author Norman Sanders. As President and 
Technical Director of Sanders Printing 
Corporation,a firm that works with leading 
graphic designers, Mr. Sanders is in a good 
position to write a book of hard and useful 
facts; and that is what he's done. It covers 
a hundred mini subjects; each concisely, 
clearly and authoritatively. The text offers 
current information, not a rehash of old 
stuff. It's a wonderful refresher/updater for 
pros, and the right stuff for students and 
beginners.With the help of many illustra- 
tions it covers pre-printing preparation; 
halftone reproduction in black and white, 
duotone and full color; lithography and 
finishing operations. 

Hastings House Publishers, Inc.10 East 
AOth Street, New York, NY 10016.195 pages. 
5516 x 7%.Paper.$9.95. 


The Imaginary Photo Museum 
by Gruber and Gruber 


The Grubers have chosen 457 photo- 
graphs they would.want to hang in a per- 
sonal museum.Here are great pictures by 
the most outstanding photographers of 
the past and present.Many genre and coun- 
tries are represented. Each genre has, in 
effect, its own gallery within the museum. 
Beautifully printed.39 pictures in full color. 

Harmony Books, One Park Avenue, New 
York, NY 10016.272 pages. 8% x 10%.Cloth. 
$25.00. Paper $14.95. 


Words 
by Paul Dickson 


Are you chaetophorous? (1) 
Are you subject to cachinnation? (2) 
Who knows? Words knows. Words is a 
connoisseur's collection of old and new, 
weird and wonderful, useful and outlandish 
words. It’s a fun dictionary of more than 
3,000 words and 100-plus line drawings. 

1 In-need of a shave. 

2 Excessive laughter. 

Dell Publishing Co.,Inc.,1 Dag Hammar- 
skjold Plaza, New York, NY 10017.366 
pages. 5% x 84.$13.95. 


Computer Vision 
by Dana H.Ballard and Christopher M.Brown 


This is a solid work that isn’t for everyone. 
It's for you if you are serious about the role 
of computers in graphics at a scientific 
level. Computer vision is a relatively new 
field dealing with the construction of 
explicit, meaningful descriptions of physi- 
cal objects from images. You'll need a head 
for physics to follow its discussions of gen- 
eralized images, segmented images, geo- 
metric structures, and relational structures. 
It covers, for example, what information 
about scenes can be extracted from an 
image using only basic assumptions about 
physics and optics; how images are seg- 
mented into meaningful parts; how world 
models and conceptual knowledge are rep- 
resented and used. 

Prentice-Hall, |nc., Englewood Cliffs, NJ 
07632.523 pages. 7% x 94.$39.95. 


THE WORKS OF EDWARD RUSCHA 


The Works of Edward Ruscha 
by Peter Plagens and Dave Hickey 


California artist Edward Ruscha’'s work is 
being honored now with a traveling exhibi- 
tion and this lovely record of his work.The 
critics’ words for his art are “funky, “laid 
back.’ His paintings are of signs, gasoline 
stations, words as objects. His graphic works 
use unconventional materials—such as 
gunpowder, chocolate paste, foodstuffs. His 
work is a blend of beauty, novelty, fun, and 
commentary. 

Hudson Hills Press, Suite 4323, 30 
Rockefeller Plaza, New York, NY 10012.182 
pages.10 x 10.62 color plates, 150 duo- 
tone and b/w illustrations.$35.00. 


The Chicago Manual of Style 


If an editor, or anyone performing the func- 
tions of an editor,is to have just two refer- 
ence books within reach, one should be a 
good dictionary and the other should be 
the 13th Edition (published late 1982) of 
The Chicago Manual of Style. It is the copy 
editor’s and proofreader’s premier manual, 
but much,much more. It is a how-to book 
for authors, editors and copywriters, and is 
alert to the new technologies. It covers the 
parts of a book, manuscript preparation, 
proofs, rights and permissions. The section 
on style has 14 chapters and covers 
punctuation, spelling, names‘and terms, 
how to treat numbers, foreign languages in 
type, quotations, illustrations, captions and 
legends, tables, mathematics, abbreviations, 
documentation (references, notes, bibliog- 
raphies), note forms, indexes. Two final chap- 
ters cover specific problems of design and 
typography, composition, printing, and bind- 
ing. Glossary. Index. Thorough. Up to date. 
Authoritative. 

The University of Chicago Press, 5801 S. 
Ellis Avenue, Chicago, IL 60637. 738 pages. 
6% x 9%.$25.00. 


VISUAL PUNS 
IN DESIGN 


Visual Puns In Design 
by Eli Kince 


The graphic pun, unlike the lowly regarded 
verbal pun, can be a creative, arresting, 
memorable, effective communication de- 
vice.And here's a book devoted to some of 
the best graphic puns.In the foreword de- 
signer Bradbury Thompson writes: “Eli Kince's 
book now provides an important illustrated 
definition of an effective device with which 
you may be inspired or amused. And with 
which you may work or play,but only success- 
fully in the spirit of the latter’ 

Watson-Guptill, 1515 Broadway, New York, 
NY 10036.168 pages.8% x 11.190 b/w 
illustrations, 8 full color pages. Bibliography. 
$23.95. 
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Comp/Edit and Varityper are registered trademarks and 
Spirascan and “type” are trademarks of AM International, Inc. 


©1983 AM International, Inc. 


Varityper’s new digital type is a designer's 
dream come true. 

It's quite possibly the highest quality type image 
in the world. And it offers you almost unlimited 
design versatility. 

New standard of quality. 

Varityper’s digital tyoe embodies a totally new 
technological breakthrough that produces type 
completely free of the jagged, sawtoothed edges 
that have so often characterized other digital 
systems. 

When applying this new technology, our type 
designers bring all their artistic skill and experience 
to the process. And because they're designers, 
they're just as sensitive to type as you are. 

Utilizing precise computer controls, each 
character is recreated in digital form, capturing in 
minute detail the most subtle nuances of the original 
design. Atthe heart of this system is the unique 
Spirascan digitizing and imaging process which is 
based on the advanced, patented technology deve- 
loped by Purdy and Mcintosh. This invention 
assures the creation of the high-precision outlines 
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essential to perfectly formed characters in every 
type size and style. 

New horizons in design versatility. 

With Varityper digital type, you can also take a 
big step forward in design versatility. You can 
expand and condense type, slant it to the left or 
right in one degree increments up to 45 degrees. 
The alphabet just below the headline was created 
from a single typeface; Megaron Medium. All the 
modified shapes were created by simple, easy-to- 
use commands. 

It's safe to say that with this powerful system, 
the design possibilities are limited only by your crea- 
tive imagination. 

You can achieve these effects, and many 
more, with all of the hundreds of type faces in our 
growing digital type library. 

We invite you to inspect an actual sample of 
our digital type. We think you'll agree it’s the sharp- 
est type you've ever seen. You'll also see dramatic 
examples of its creative design potential. 

More to the story. . 

To learn more about the super quality and 


design versatility available with the Comp/ Edit 
6400 digital phototypesetting system, call toll-free 
1-800-526-0709. In Alaska, HawaiiandNew_ . 
Jersey, 201-884-2662. In Canada,416-298-2775. 
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Mail coupon to: ! 
Varityper, 11 Mount Pleasant Ave., 
East Hanover, NJ 07936. I 
O Please send me an actual sample of H 
Varityper digital type. 
O Please send me a copy of your Type Wall Chart. 
0 Please send me more information on the Comp/Edit 
6400 digital typesetter. 
0 I'dlike ademonstration on the Comp/Edit 
6400 system. 
I 
i 
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Exclusive faces are never forgotten! 


legibility. All of which gives them virtually 


Alphatype Corporation has been providing Yes, I'm interested in one-of-a-type faces. Please send me unlimited flexibility to aesthetically solve 
typographers world-wide with the type- a typesheet for the Cremona family. any typographic challenge. 
faces discerning graphic designers 4, You can select from the extensive CRS 
Bei haves CRS Wis ML, Se a of tes type font see Get the as) es 
e Alphatype ype Masters Guild— nen TRE OR CNG CET TET ONC HARE TaN 
a group truly concerned about providing = Company ——___»[{[___E CCC faces. The list grows daily. 
you with the finest typographic quality. saress The CRS brings a new standard of 
a ee back oe pagers they use ds pnd 4 et Sa ak a a annual 
e Alphatype ...the digital phototype- | —eDOrs, DOOKSOMnS alc DUDuNCaLONS, 
Gener Wwitu text nesotution of 5,300 lines. Siate Send for a sample of our latest 
to the inch for razor-sharp characters. exclusive Alphatype CRS face shown 
Unprecedented control of letterspacing ee Senil eked tu: above. Or better yet, call a Type Master 
and kerning in % unit increments. Size for Alphatype Corporation, a member of the Berthold group for your next job and see for yourself. 
size type design for the highest quality 7711 North Merrimac Avenue, Niles, Illinois 60648 You'll never again settle for anything less 


in terms of letterform and naxinv Os = than typeartistry. 
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AT EXCLUSIVE CRS PLACES. 


In the United States 
Arizona 

Arizona pads ht Inc. 
Phoenix (602) 263-1166 


Morneau Typographers 
Phoenix (602) 258-5741 


Progress Litho Service 
Phoenix (602) 258-6001 


Arkansas 

Prestige Composition Inc. 
Little Rock (501) 375-5395 
California 

Aldus Type Studio Ltd. 

Los Angeles (213) 933-7371 


Alfa Type Studio 
San Francisco (415) 885-0553 


Arrowgraphics Inc. 
San Francisco (415) 543-5700 


A.T. Composition 

Berkeley (415) 548-3192 
Blakeley Graphics 

Santa Clara (408) 739-8202 
D&J Fie pp ae Inc. 

Santa (408) 727-0991 
Display Lettering And Copy 
San Francisco (415) 777-0831 


Future Studio 
Los Angeles (213) 660-0620 


Headliners/Identicolor 
San Francisco (415) 781-0463 


Koala-T Typesetting 
Lafayette (415) 283-5360 


Linda Graphics 
Santa Barbara (805) 962-2142 


Cass Montgomery Typography 
San Francisco (415) 398-2395 


Nicholas Composition 
Los Angeles (213) 385-3258 


Omnicomp 
San Francisco (415) 398-3377 


PM Graphics 
Costa Mesa (714) 556-2890 


Rapid Typographers 
San Francisco (415) 982-6071 


Reardon & Krebs Typography 
San Francsico (415) 986-1725 
Repro Typographers 

San Francisco (415) 362-3971 


Santa Barbara Typography, Inc. 
Santa Barbara (805) 962-9128 


Taurus Phototypography 
Los Angeles (213) 382-8244 
Typografx 

Chico (916) 895-3280 


TypoGraphic Innovations 
Beverly Hills (213) 657-6030 


Colorado 


Photocomp Photo aphers 
Colorado Springs (303) 475-1122 


Connecticut 


Fairfield County Typographers Inc. 


Westport (203) 226-9338 


Graphics Unlimited 
Danbury (203) 792-0351 


Production Typographers Inc. 
(Pro Type) 
Greenwich (203) 531-4600 


Professional Type Service 
Greenwich (203) 629-4365 
District of Columbia 
Graftec Corporation 
D.C. (202) 337-1555 
Florida 
etCETRA 
Stuart (305) 286-2719 
Typographical Service 
Ft. Lauderdale (305) 772-4710 
Georgia 
Action Graphics, Inc. 
Atlanta (404) 351-1753 
Phototype 
Atlanta (404) 873-1209 
Swift Tom & His Electric 
Type Shop Ltd. 
Atlanta (404) ) 874-1634 
aiane Designs, Inc. 

ta (404) 355-2135 


Illinois 

A-1 Composition Co., Inc. 
Chicago (312) 236-8733 
Alpha Design Ltd. 
Springfield (217) 544-2400 
J.M. Bundscho Inc. 

Chicago (312) 726-7292 


This ad was set in Cremona, an Alphatype 


exclusive typeface. 


©Alphatype Corporation 1983. 


Character Composition, Inc. 
Chicago (312) 648-9896 


Decatur Typesetting 
Decatur (217) 429-9740 


Design Typographers 
Chicago (312) 329-9200 
House of Typography 
Chicago (312) 263-1532 


Master Typographers, Inc. 
Chicago (312) 661-1733 


MobiGraphics 
Chicago (312) 944-5585 


Publishers Typesetters Inc. 
Chicago (312) 283-3340 


PS eed Inc. 
icago (312) 467-7117 


Shore Typographers, Inc. 
Chicago (312) 676-3600 


The Typesmiths 
Chicago (312) 787-8200 


The Typographers 
Chicago (312) 644-7768 


Indiana 


Jackson-Zender Studios 
Indianapolis (317) 639-5124 


Louisiana 


Forstall Typographers 
New Orleans (504) 524-0822 


Martin/Greater Film Graphics, Inc. 


New Orleans (504) 524-1741 
Maryland 

Harlowe Typography, Inc. 
Brentwood (301) 277-8311 
Hodges Typographers, Inc. 
Silver Springs (301) 585-3601 
Massachusetts 

Fenway Photocomposition, Inc. 
Boston (617) 266-3890 
Michigan 

A-Type, Inc. 

Dearborn (313) 336-2466 


Acra Forms, Inc. 
Grand Rapids (616) 458-1161 


Alpha 21 
Detroit (313) 532-9114 


Rudy Carr Co. 
Detroit (313) 535-2960 


The Thos. P. Henry Co. 
Detroit (313) 875-1950 


Marino & Marino Typographers 
Detroit (313) 962-1777 
Minnesota 

Graph-Tronics 

Minneapolis (612) 338-7171 
Great Faces, Inc. 
Minneapolis (612) 339-2933 
P & H Photo Composition 
Minneapolis (612) 374-3213 
Type Tronics, Inc. 
Minneapolis (612) 339-5563 


Mississippi 
Prestige Typography 
Jackson (601) 982-5525 


Missouri 
Commerce Litho Services Inc. 
St. Louis (314) 781-7702 


Master Typographers, Inc. 
St. Louis (314) 645-2878 


National Typographers, Inc. 
St. Louis (314) 241-8297 


Type House, Inc. 

St. Louis (314) 644-1404 
Nevada 

Alpha Typographers 

Reno (702) 825-8677 
New Hampshire 
Phototype N.E. 

Pelham (603) 898-7440 
New Jersey 

Computype Co. 

Garfield (201) 546-9267 
New York 

Able Phototype Systems 
Yonkers (914) 476-3336 

M. J. Baumwell Typography, Inc. 
New York (212) 868-0515 
Boro Typographers, Inc. 
New York (212) 475-7850 
Centers Composition 

Pine Bush (914) 733-1063 
City Ty aphic Service, Inc. 
New York (212) 686-2760 
Composition Corporation 
Albany (518) 465-7575 
Cresset, Baxter & Spencer, Inc. 
New York (212) 766-9432 
Euramerica 

New York (212) 921-4390 
Farrington & Favia, Inc, 
New York (212) 431-9700 
Fototype Factory, Inc. 

New York (212) 889-7995 
Lincoln Typographers 

New York (212) 679-7933 
Line & Tone Associates, Inc. 
New York (212) 921-8333 


Marvin Kommel Productions, Inc. 


New York (212) 682-3498 
Primar Ti ‘aphers, Inc. 
New York (212) 269-7916 
Real Type Systems, Inc. 
New York (212) 687-0870 
Sheridan Associates/ 

The Slide Center 
Ossining (914) 941-4981 
Thorner-Sidney Press, Inc. 
Buffalo (716) 856-4500 
Total Typographers Inc. 
Mamaroneck (914) 381-2659 
Tri-Arts Press, Inc. 

New York (212) 686-4242 
Tribeca Typographers, Inc. 
New York (212) 925-8080 
Type/Graphics 

Syracuse (315) 437-1101 


graphix 
Mbeey 38) 462-2923 
Unicomp 
Albany (518) 463-2972 
M.A. White Typographers 
Larchmont (914) 834-7389 


Word Management Corp./ 
Typography Services 
Albany (518) 482-8650 
Ohio 

Bohme & Blinkmann, Inc. 
Cleveland (216) 621-5388 


PhotoComp? 
Toledo (419) 243-6196 


Typo-Set 
Cincinnati (513) 751-5116 
Oklahoma 


Alphasource, Inc. 
Oklahoma City (405) 521-0310 


ED-BE Incorporated 

Oklahoma City (405) 943-2391 
Pennsylvania 

ADVenture Inc. 

Allentown (215) 435-3233 
Armstrong Inc. 

Philadelphia (215) 574-8600 
Estelle Bair 

Blue Bell (215) 542-7790 


Composing Room Inc. 
Philadelphia (215) 563-3440 


Davis & Warde 

Pittsburgh (412) 261-1904 
Headliners of Pittsburgh 
Pittsburgh (412) 391-3778 
Leon Segal Typesetting 
Philadelphia (215) 236-5585 
Stallone Typography Service Inc. 
Philadelphia (215) 568-6310 
South Carolina 

D G & F Typography 
Columbia (803) 799-9140 
Tennessee 


Graphic Arts Associates, Inc. 
Memphis (901) 345-8973 


House of Ree: hy, Inc. 
Memphis (901) 726-6961 
Lettergraphics Memphis 
Memphis (901) 458-4584 


Texas 


Candlelight Type Print Corp. 
Austin (512) 476-0732 


Robert J. Hilton 
Dallas (214) 669-1149 


Pix Graphic Arts 

Beaumont (713) 842-2122 
Virginia 

Riddick Advertising Art 
Richmond (804) 270-1811 
Washington 


Art-foto Typography 
Seattle (206) 622-0218 


Thomas & Kennedy Typographers, Inc. 


Seattle (206) 622-0918 


Western Typographers Inc. 
Seattle (206) 624-3642 


Wisconsin 
Peter A. Altenhofen Sypeprephess 
Milwaukee (414) 352-3590 


Graphic Composition, Inc. 
Menasha (414) 739-3152 
Schmitz Typographers 
Milwaukee (414) 447-7337 


Zahn-Klicka-Hill Typographers Inc. 


Milwaukee (414) 276-0136 
.. Canada 


Alberta 
Duffoto Process Co, Ltd. 
Calgary (403) 263-7160 


British Columbia 
Domino Link 

Graphic Communication Ltd. 
Vancouver (604) 688-2281 
Manitoba 

B/W Type Service Ltd. 
Winnipeg (204) 947-0538 
Ontario 

Adtype Toronto Ltd. 

Toronto (416) 968-6778 


Alpha Graphics Ltd. 
Toronto (416) 961-5600 


Canadian Composition 
Toronto (416) 863-0742 


Eastern Ti hers Inc. 
Toronto (416) 465-7541 
Fleet Typographers Ltd. 
Toronto (416) 532-2818 
Linotext 

Toronto (416) 274-6395 


M & H Typo pe Ltd. (Tor.) 
Toronto (416) 922-3194 


MonoLino Typesetting Co. Ltd. 
Toronto (416) 537-2401 


Protype 
Toronto (416) 482-2599 


Techni-Process Ltd. 
Toronto (416) 363-2493 


Word for Word in Colour 
Toronto (416) 960-5050 


Gravel Photograveur Inc. 
Quebec (418) 683-1501 


M &H Typography, Ltd. (Mont.) 
Montreal (514) 866-6736 
seme gr 2000 Inc. 
Montreal (514) 933-3315 


.. Europe 


Austria 

Grafostil GesmbH 
Wien 222-55-4628 
Belgium Production + 
Brussels 640-80-80 


Graphiproduction 
Brussels 640-25-53 


Graphiservice SPRL 
Brussels 538-02-21 


Denmark 


Everts Alfabet 
Copenhagen 1-116320 


France 


Typogabor 
Paris 229-19-90 


Netherlands 
Ploeger Lettering BV 
Amsterdam 020-276451 
Sweden 

grafen AB 
Malmoe 040-112650 
Typografen 2 
Stockholm 08-349255 
United Kingdom 
Apex Photosetting Ltd. 
London 01-837-9369 


Art PhotoSet 
London 01-701-0477 


Baird Harris Ltd. 
London 01-437-6373 


Billington Press Ltd. 
London 01-987-8118 


fae site Graphics Ltd. 
ion 01-242-9586 


oe Sa Graphics, Nunhead 
London 01-639-2828 


Em Photosetting 
Beckenham 
Kent 01-658-7336 


Film Fount Services Ltd. 
Southampton 0703-332686 


Focus Photoset Ltd. 
London 01-251-4911 


Headliners (UK) Ltd. 
London 01-580-7045 
Heavyweight Graphics 
London 01-388-5451 


Image Communications Ltd. 
London 01-580-7017 

Image Services (Edinburgh) Ltd. 
Edinburgh 031-229-6345 


Inline Graphics Ltd. 
London 01-251-4341 


KAB Ltd. 
London 01-600-4391 


Letterform Ltd. 
London 01-437-3912 


Libra Press 
London 01-928-7081 


Modern Text Typesetting 
Prittlewell 
Essex 0702-45195 


Montage Filmsetting Co. 
London 01-251-3771 


Nova Graphics Ltd. 
London 01-251-3591 


J.T. Orange 
London 01-253-6415 


Premlux Reproductions Ltd. 
London 01-236-6991 


Pressdata Ltd. 
London 01-251-6562 


Progress Filmsetting Ltd. 
London 01-729-5000 


PRT Offset 
London 01-607-7535 


Sabrebrook Ltd. 
London 01-658-7336 


Sans Serif Ltd., Deritend 
Birmingham 021-773-8466 


Sellars Photo’ 
Macclesfield 0625-612075 


The Setting Room 
Tunbridge Wells 
Kent 0892-39625 


Studio Press (Birmingham) Ltd. 
Birmingham 021-359-3151 


Text Typographics Ltd. 
son 01-251-3771 


Verbati) 
London 0 01-837-2176 


Word Machine Ltd. 
London 01-609-1140 


West Germany 


Kreuzer 

Munich 089-6372771 
Schmidt & Klaunig 
Kiel 0431-62095 


... Orient 
Japan 
Typro Inc. 


0 (03) 716-0131 
And more to come! 


Alphatype Corporation 

a member of the Berthold group 
7711 N. Merrimac Ave. 
Niles, Illinois 60648 
312-965-8800 


In Canada 


Alphatype Canada, Inc. 
a member of the Berthold group 


190 Amber Street 
Markham, Ontario L3R 3J8 
416-475-8570 
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Mergenthaler Linotype’s 


commitment to fine typography is a 


labor of LetterLove. 


The 103 type houses listed below are all subscribers to an 
exclusive Mergenthaler typeface subscription program 
called ‘“‘LetterLove.” Quite simply, that means each of 
them can set every single one of the more than 1100 type- 
faces in the world’s most admired collection. 


This typeface collection bears the names of distinguished 
type foundries from around the world who have been de- 
veloping new typeface designs for generations. It is the 
Mergenthaler, Linotype, Stempel, Haas library. 


The LetterLover type houses listed here share in the 
Mergenthaler, Linotype, Stempel, Haas commitment to 
fine typography. This commitment takes many forms. 


It is a commitment to typeface variety. Just as an artist 
needs a near-infinite palette of blues to select precisely the 
right one for a painting, an art director needs an enor- 
mous palette of typefaces. 


So Mergenthaler Linotype, for nearly 100 years, has 
brought new, high quality type designs to market. For 
proof that this tradition continues, look no further than 
the next few pages to see the faces joining our digital 
library this quarter. They are just part of the more than 
100 designs we make available every year. 


The LetterLove commitment also means typeface authen- 
ticity. We are the only typesetting equipment manufac- 
turer in the us regularly commissioning new typeface 
designs. Those faces we do not commission, we license 
from original sources. We don’t “pirate” type designs. We 
respect the design process through royalties, whenever 


In this way, we help see to it that designers will continue 
to create new colors for the type director’s palette. 


We can express your LetterLove and further this goal by 
always specifying original, authentic typeface designs. 
The easiest way to make certain you always do this is to 
order all your type from LetterLover type houses, or 
from any typographer with a Mergenthaler Linotron 202 
typesetter. 


Join us in our commitment to type. Be a LetterLover. 


LetterLove. Now and forever. 
Only from Mergenthaler, Linotype, Stempel, Haas 


possible. 


Anaheim: 
On The Ball Typesetting, 1884 S, Santa Cruz Street, Anaheim, California 92805, (714) 978-9057 


Arlington: 
Carver Photocomposition, 1025 N. Filmore Street, Arlington, Virginia 22201, (703) 528-0772 


Composition Systems Inc, rorz Arlington Blvd., Suite W141, Arlington, Virginia 22209, (703) 528-0066 


Baltimore: 
Dean’s Inc, 2211 Maryland Ave., Baltimore, Maryland 21218, (301) 366-2224 


Berkeley: 
Pearson Typographers Corp, 1101 Taft, Berkeley, Illinois 60163, (312) 449-5200 


Boston: 
Typographic House, 63 Melcher Street, Boston, Massachusetts 02210, (617) 482-1719 


Cambridge: 
D.N.H. Typesetting, Inc, 215 First Street, Cambridge, Massachusetts 02142, (617) 354-1991 


Carlstadt: 
GS. Litho, One Kero Road, Carlstadt, New Jersey 07072, (201) 933-8585 


Chicago: 
Jandon Graphics, Inc, 2855 West Nelson, Chicago, Illinois 60618, (312) 463-0847 
Tele Typography, 730 N. Franklin Street, Chicago, Illinois 60610, (312) 787-1100 


Clarinda: 


Clarinda Company, 220 North First Street, Clarinda, Iowa 51632, (712) 542-5131 


Crystal Lake: 
Black Dot, Inc, 6115 Official Road, Crystal Lake, Illinois 60014, (815) 459-8520 


Dallas: 

Express Typesetting Co. Inc, 1406 Slocum, Dallas, Texas 75207, (214) 741-6497 

Graphic Typography, 1451 Empire Central, Suite 110 Dallas, Texas 75247, (214) 630-5661 
Jaggars-Chiles-Stovall, Inc, 5531 East University Boulevard, Dallas, Texas 75222, (214) 363-5600 
Southwestern Typographics, 2820 Taylor Street, Dallas, Texas 75226, (214) 748-0661 
Typeworks of Dallas, 7196 Envoy Court, Dallas, Texas 75247, (214) 631-7006 


Denver: 
E.B. Typecrafters, 2353 Curtis Street, Denver, Colorado 80205, (303) 629-6048 
‘Mel Typesetting, 1519 South Pearl Street, Denver, Colorado 80210, (303) 777-5571 


Detroit: 
Central Typesetting, 5 50 West Fort Street, Detroit, Michigan 48226, (313) 961-7171 


Willens + Michigan/typoServices, 1959 East Jefferson Avenue, Detroit, Michigan 48207, (313) 567-8900 


Edina: 
Metro Graphic Arts, Inc, 7700 Bush Lake Road, Edina, Minnesota 55435, (612) 831-8183 
Minnesota Graphics, Inc, 4565 West 77th Street, Edina, Minnesota 55435, (612) 831-3014 


Ephrata: 
Centennial Graphics, Inc, 210 North State Street, PO Box 426, Ephrata, Pennsylvania 17522, (717) 733-6573 


Fort Worth: 
Fort Worth Lino, 610°South Jennings Street, Fort Worth, Texas 76104, (817) 332-4070 


Freehold: 
Pulsar Graphics, 200 Craig Road, Freehold, New Jersey 07728, (201) 780-2880 


Glen Ellyn: 
The Typesetters Corp, 800 Roosevelt Road, Bldg. D, Suite 2, Glen Ellyn, Illinois 60137, (312) 858-4440 


Grand Rapids: 
Composing Room, 2303 Kalamazoo S.E., Grand Rapids, Michigan 49507, (616) 452-2171 


Hamden: 
Southern New England Typographic Service, Inc, 2115 Dixwell Avenue, Hamden, Connecticut 06514, (203) 288-1611 


Hicksville: 
Island Typographers, Inc, 6 Burns Ave., Hicksville, New York 11801, (516) 931-2282 
Tru Font Typographers, 150 Lauman, Hicksville, New York 11801, (516) 935-8070 


Houston: 

Encom Graphics, 7070 Empire Central, Houston, Texas 77040, (713) 937-6900 

Professional Typographers, 2502 North Boulevard, Houston, Texas 77098, (713) 524-7549 
Southwest Creative Graphics, 3131 West Alabama, Suite 107, Houston, Texas 77098, (713) 524-7433 
Typeworks of Houston, 2520 Robinhood, Houston, Texas 77005, (713) §27-9900 

Typografiks, Inc, 4701 Nett Street, Houston, Texas 77007, (713) 861-2290 

XL Typographers, Inc, 3260 Sul Ross, Suite 100, Houston, Texas 77098, (713) 520-6098 


Indianapolis: 
Roger’s Typesetting, 220 North Fulton Street, Indianapolis, Indiana 46202, (317) 632-4521 
Weimer Typesetting Co, Inc, 111 East McCarty, Indianapolis, Indiana 46225, (317) 635-4487 


Jackson: 
Jackson Typesetting, 1820 West Ganson Street, Jackson, Mississippi 49204, (517) 784-0576 


Kenilworth: 
Elizabeth Typesetting Co, 26 North 26th Street, Kenilworth, New Jersey 07033, (201) 241-6161 


McLean 


Letterform Graphics, Inc, 8200 Greensboro Drive No. 403, McLean, Virginia 22101, (703) 893-1313 


Miami: 
Birmy Photo-Engraving, 2244 NW 21 Terrace, Miami, Florida 33142, (305) 633-5241 


Milwaukee: 
Trade Press Typographers, 2100 West Florist Avenue, Milwaukee, Wisconsin 53209, (414) 228-7701 


Minneapolis: 

Alphagraphics One, 4020 Minnetonka Blvd, Minneapolis, Minnesota 55 416, (612) 926-5979 

Drnavich & Drnavich, 4055 Highway 7, Minneapolis, Minnesota 55416, (612) 927-9260 

The Typehouse + Duragraph, 3030 Second Street North, Minneapolis, Minnesota 55 411, (612) 588-7511 


Morganville: 
D8TATEXT +, Central Mall, Route 79 & Tennent Road, Morganville, New Jersey 07751, (201) 591-0010 


Mountain View: 
Frank’s Type, Inc, 935F Sierra Vista, Mountain View, California 94043, (415) 961-0123 


Mount Rainer: 
Barton Graphics, 3201 Rhode Island Ave, Mount Rainer, Maryland 20822, (301) 779-4664 


Newark: 
Arrow Typographers, 2-14 Liberty Street, Newark, New Jersey 07102, (201) 622-0111 


New York: 

Ace Typographers/Manhattan Graphic Productions, 149 West 27th Street, New York, New York 10001, (212) 255-6687 
Adroit Graphics, 537 Greenwich Street, New York, New York 10013, (212) 243-1929 

American Type Crafters, Inc, 132 West 21st Street, New York, New York too1t, (212) 807-1750 
Characters Typographic Services, Inc, 7 West 36th Street, New York, New York 10018, (212) 947-0900 
Concept Typographic Services, Inc, 29 West 38th Street, New York, New York 10018, (212)354-3733 
Cromwell Type-Ad Service, 416 West 3 1st Street, New York, New York 10001, (212) 695-6362 

Cyber Graphics, 342 Madison Avenue, New York, New York 10017, (212) 682-3177 

R.R. Donnelley & Sons, 80 Pine Street, New York, New York 10005, (212) 908-4400 

Empire Cold Type, 137 Varick Street, New York, New York 10013, (212) 691-2171 

Expertype, Inc, 300 Park Avenue South, New York, New York 1ooto, (212) 533-9650 

Film Art Computer Typography (FACT), 29 West 38th Street, New York, New York 10018, (212) 221-1565 
Innovative Graphics International Ltd, 160 5th Avenue, New York, New York 10010, (212) 243-0404 
Maxwell Photographics, Inc, 53 West 36th Street, New York, New York 10018, (212) 594-0505 

One Seven Typographers, Inc, 491 Broadway, New York, New York 10012, (212) 226-3481 

Photogenic Graphics, Inc, 116 West.32nd Street, New York, New York 10001, (212) 244-0600 

Saxon Graphics, Inc, 25 West 43rd Street, New York, New York 10036, (212) 869-8032 

SigmaGraphics, Inc, 149 Fifth Avenue, New York, New York 10010, (212) 460-8404 

Sun Light Graphic, 2 East 37th Street, New York, New York 10016, (212) 683-4452 

Topel Typographic Corp/rrc, 27 West 24th Street, New York, New York root1o, (212) 924-4180 
Typographic Directions, 300 Park Avenue South, New York, New York 10010, (212) 673-1200 
TypoGraphics Communications, Inc, 305 East 46th Street, New York New York, 10017, (212) 754-9500 
Zimmering & Zinn, 50 West 23rd Street, New York, New York 10010, (212) 989-3151 


Norfolk: 
B.F. Martin Inc, 344 West Bute Street, Norfolk, Virginia 23510, (804) 625-2566 


North Haven: 
Comp One, Inc, 530 Washington Avenue, North Haven, Connecticut 06473, (203) 239-4467 


Oakland: 
Spartan Typographers, 2112 West Street, Oakland, California 94612, (415) 836-0933 


Oklahoma City: 
Denver Reese Typesetting, 809 Robert S. Kerr Avenue, Oklahoma City, Oklahoma 73106, (405) 235-6449 


Orange: 
Newark Trade Typographers, 177 Oakwood Avenue, Orange, New Jersey 07050, (201) 674-3727 


Orlando: 
Typo-Graphics, Inc, 2602 East Livingston Street, Orlando, Florida 32803, (305) 896-2696 


Pennsawken: 
Waldman Graphics, Inc, 9100 Pennsawken Highway, Pennsawken, New Jersey 08110, (609) 662-9111 


Philadelphia: 

John C. Meyer & Son, Inc, 432 North 6th Street, Philadelphia, Pennsylvania 19123, (215) 627-4320 
PHP Typography, Inc, 125 South gth Street, Philadelphia, Pennsylvania 19107, (215) 922-8700 
Typographic Service, 1027 Arch Street, Philadelphia, Pennsylvania 19107, (215) 923-9000 


Phoenix: 
Digitype, 3002 N. Seventh Avenue, Phoenix, Arizona 85013, (602) 264-2425 


Piqua: 
Hammer Graphics, 9234 North Country Club Road, Piqua, Ohio 45356, (513) 773-1861 


Plainview: 
Nassau Typographers, Inc, 111 Express Street, Plainview, New York 11803, (516) 433-0100 


Pleasantville: 
Guild Concepts, 54 Wheeler Avenue, Pleasantville, New York 10750, (914) 747-1331 
Lettra Graphics, Inc, 364 Manville Road, Pleasantville, New York 10570, (914) 769-1955 


Sacramento: 
Ad Type Graphics, 4011 Power Inn Road, Sacramento, California 95826, (916) 736-2222 


San Diego: 
Boyer & Brass, Inc, 25 59 Kettner Blvd., San Diego, California 92101, (714) 238-1525 


San Francisco: 
Walker Engraving, 333 Fremont, San Francisco, California 94105, (415) 433-7900 


San, Luis Obispo: 
Tintype Graphic Arts, 2226 Beebee Street, San Luis Obispo, California 93401, (805) 544-9789 


Santa Barbara: 
Tom Buhl Typographers, 621 Chapala Street, Suite , Santa Barbara, California 93101, (805) 965-7347 


St. Cloud: 
May Printing Company, 221 Lincoln Avenue, S.E., St. Cloud, Minnesota 56301, (612) 251-4303 


St. Louis: 
Typographic Sales, Inc, 1035 Hanley Industrial Court, St. Louis, Missouri 63144, (314) 968-6800 


Tampa: 
Ad Print, 1902 West Kennedy, Suite 201, Tampa, Florida 33606, (813) 251-0502 
George Hall Typography, 3417 West Lemon Street, Tampa, Florida 33609, (813) 870-1862 


Toledo: 


American Composition of Toledo, 1445 North Summit Street, Toledo, Ohio 43606, (419) 255-1250 


Tulsa: 
Brittco, Inc, 809 South Denver, Tulsa, Oklahoma 74119, (918) 587-8171 
Typo Photo Graphics, Inc, 525 East Sixth Street, Tulsa, Oklahoma 74120, (918) 584-1418 


Waterbury: 
P & M Typesetting, 1854 Baldwin Street, Waterbury, Connecticut 06706, (203) 755-0109 


Woodland Hills: 
Continental Typographics, 6319 DeSoto Avenue, Suite F, Woodland Hills, California 91367, (213) 703-6151 


York: 
York Graphics Services, Inc, 3600 West Market Street, York, Pennsylvania 17404, (717) 792-3551 


LetterLove 
Now and forever 


Only from Mergenthaler, Linotype, Stempel, Haas 


These pages were typeset on Mergenthaler Linotype typesetters. Mergenthaler, Linotype, Stempel, Haas, and Linotron are trademarks of the Eltra Corporation. LetterLove and LetterLover are servicemarks of the Eltra Corporation. 
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The LetterLove commitment continues. 


Presenting 29 new typefaces from 
the Mergenthaler, Linotype, Stempel, Haas library. 


Here are the latest new faces to join the digital library. 
Any face you see here, or any ITC text face you see 
anywherein U@Ic, is available from any LetterLover 
type house. 


The Tasks of Art Education after the War 
by Wilhelm von Bode 


. ,.Art education must have its foundations in life and 
must be adapted to the requirements of life. Public in- 
struction in art in the broadest sense is as necessary 
as any other instruction, but just as general education 
is based on and developed from the elementary 
school, so art instruction should be based on drawing 
and modeling, which is something anyone can learn as 
well as he can learn to read and write, even if not as 
art. It is upon this base that instruction in all art and 
craft subjects has to be built; only those students of 
the general preparatory school who demonstrate ex- 
traordinary talent for the fine arts should receive their 
training in one of the preferably small number of 
artists’ and masters’ studios. Thus art academies, 
schools of art and crafts and art schools can be 
merged into a single institution in which the major 
objective should be training for one of the many 
vocations in the field of the arts and crafts and 
which should be in close contact with the techni- 
cal schools. But only a truly chosen few should 
find the transition to independent art. How benefi- 
cial such a separation of fundamental instruction 
from specialized instruction can be has been 
demonstrated by several schools of arts and crafts 
(such as those in Breslau and Berlin). Then the 
young students of this new art institute will be no 
more affected with a one-sided, false aspiration to- 
ward the higher arts, than for instance, the student 
in the “Gymnasium” is affected by the desire to 
strive only for an academic teaching career. Such 
reform, providing mutual preparatory training for the 
artist and the handicraftsman, comes at a most oppor- 
tune moment, when we have the present distress and 
isolation of the fine arts on the one hand and a growing 
esteem for the handicrafts and their versatile and prof- 
itable application in modern life on the other. Also, the 
reform of the entire curriculum, which is now generally 
demanded, makes the inclusion of art instruction 
appear perfectly natural. . . . In hardly any other area 
does the reform appear. . .a more urgent duty than in 
art education, since it. . .not only causes the state 

. .unnecessary expenses and produces insufficient 
achievements, but above all withdraws thousands 
of competent hands from useful employment. . . Just 
as Greek will hopefully be maintained in the second- 
ary schools, at least in the classic Gymnasium, so 
the preparatory training for the artist will have to re- 
main as thorough as possible. But by referring the 
larger part of the young people to the arts and crafts, 
by restricting the instruction to the upper level and 
by rigorous selection, there would not be ten 
thousand “painters” and “sculptors” populating the 
German cities in the future. At best, there would be 
one tenth or one twentieth of that number, who, 
moreover, being enlisted as teachers for preparatory 
instructions, would have a more promising future 
than at present. 


For information about these, or any faces in our library, 
call one of our LetterLovin’ type specialists at the 800 
numbers listed below. They, our type specialists and our 
toll-free numbers, are two more examples of our commit- 
ment to bring you the faces, the equipment and the help 
you need to create fine typography. 


Title: 

Antikva Margaret 
with Extra Bold 
Text: 

Antikva Margaret 
with Italic 


Text: 
Antikva Margaret Black 


Text: 
TypeSpectra Helserif Regular 


Lext: 
Antikva Margaret Light 


Lext: 
TypeSpectra Helserif Light 
with Italic 


Call, toll-free, 800-645-5764. In New York State, 
800-832-5288. In Canada, 800-268-2874. 


LetterLove. Now and forever. 
Only from Mergenthaler, Linotype, Stempel, Haas 


Such a reform of our art-educational system would 
correspond quite well with the good old Prussian 
traditions. The guidelines here described had 
already been explicitly emphasized as leading prin- 
ciples in the reform, or more accurately, in the reor- 
ganization of the Berlin Academy, which Frederick 
the Great had chartered in February 1786, and 
which his most excellent Minister of State von 
Heinitz, of whom Freiherr von Stein proudly pro- 
fessed to be a student, later implemented. 
Heinitz, who since that time was curator of the 
Academy, expressed this most clearly almost ten 
years later in a review on his activity as curator. 
“He endeavored,” he reported to King Frederick 
Wilhelm II, “not so much to attract many actual 
artists (such as painters, etc.) to the academy, 
(since in large numbers they are basically more 
damaging than they are useful to the state, which 
cannot employ and sustain them all), but princi- 
pally to make the academy a foster mother and a 
patroness of good taste in all branches of the 
national industry, whose manufacture was in 
need of embellishment and improvement 
through the use of regular drawings. Thus the 
national industry was to be given new momen- 
tum in order that its products and tasteful arti- 
cles of all kinds would no longer be inferrior to 
foreign ones, and thereby the interests of art 
would be linked with the immensely more impor- 
tant interests of the state.” 

These principles, from which the 19th century 
increasingly departed to the detriment of art, 
can and should once again form the precepts for 
the future. 


Antikva Margaret Light 


ABCDEFGHINJALMNOPORSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 

Antikva Margaret 
ABCDEFGHIJALMNOPORSTUVWXYZ 
abcdefghijkImnopqrstuvwxyz 1234567890 

Antikva Margaret Italic 
ABCDEFGHIJALMNOPORSTUVWXYZ 
abcdefghijklmnopgqrstuvwxyz 1234567890 

Antikva Margaret Extra Bold 

ABCDEFGHI BKLMNOPORSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 
Antikva Margaret Black 
ABCDEFGHIJALMNOPORSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 
*TypeSpectra Helserif Light 
ABCDEFGHIJKLMNOPORSTUVWXYZ 
abcdefghijklmnoparstuvwxyz 1234567890 
TypeSpectra Helserif Light Italic 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 
TypeSpectra Helserif Medium 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 
TypeSpectra Helserif Regular 

ABCDEF GHIJ KLMNOPOQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 
1Tc Souvenir Light (Display) ; 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 

irc Souvenir Light Italic (Display) 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopgqrstuuwxyz 1234567890 

1T¢ Souvenir Medium (Display) 

ABCDEFGHIJ KLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 

1rc Souvenir Medium Italic (Display) 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopgqrstuvwxyz 1234567890 

1rc Souvenir Demi (Display) 

ABCDEFGHIJ KLMNOPOQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 
1rc Souvenir Demi Italic (Display) 

ABCDEF« GHIJKLMN OPQRSTUVWXYZ 
abcdefghijkImnopqrstuvuwxyz 1234567890 
1Tc Souvenir Bold (Display) 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 
1Tc Souvenir Bold Italic (Display) 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijkImnopqrstuvwxyz 1234567890 


Bubble Light 


ABCDEFGHIUKIMNOPQRJTUVWXYZ 
abcdefghijklmnoparstuvuuxyz 1234567890 

Bubble 

ABCDEFGHIJKLIMNOPQRITUVWXYZ 
abcedoefghijklmnoparstuvwxyz2 1234567890 
Double Bubble 

ABCDEFGHIJKUMNOPQRITUVWXYZ 
abedefghijkimnoparstuvwxyz 1234567890 
Devendra 

ABEDEFGHISZKLAGNO?POsSTUVUIXTS 
ebcdele hijklenseperstevesxy= (354667876. 

irc Berkeley Oldstyle Book 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijkl mnoparstuvwxyz 1234567890 
irc Berkeley Oldstyle Book Italic 
ABCDEFGHUKLMNOPQRSTUVWXYZ 
abcdefghijkl mnoparstuvwxyz 1234567890 
1c Berkeley Oldstyle Medium 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnoparstuvwxyz 1234567890 
irc Berkeley Oldstyle Medium Italic 
ABCDEFGHIUKLMNOPQRSTUVWXYZ 
abcdefghijklmnopaqrstuvwxyz 123456 7890 
ic Berkeley Oldstyle Bold 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopaqrstuvwxyz 1234567890 
irc Berkeley Oldstyle Bold Italic 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijkl mnopaqrstuvwxyz 1234567890 
itc Berkeley Oldstyle Black 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijkl mnopqrstuvwxyz 1234567890 
1c Berkeley Oldstyle Black Italic 
ABCDEFGHIJKLMNOPQRS TUVWXYZ 
abcdefghijklmnopaqrstuvwxyz 1234567890 


Remember to speak the language of LetterLove. 

Call one of our type specialists, toll-free, at 800-645-5764. 
In New York State, 800-832-5288. 

Or write: Mergenthaler Linotype Company, 

Attention: Type Sales, 201 Old Country Road, 

Melville, New York 11747 USA. 


In Canada, call toll-free, at 800-268-2874. 
Or write: Linotype Canada, 
201 Watline Avenue, Mississauga, Ontario L4Z IP3. 


LetterLove 
Now and forever 


Only from Mergenthaler, Linotype, Stempel, Haas 


Mergenthaler, Linotype, Stempel, Haas and Devendra are trademarks of the Eltra Corporation. LetterLove, LetterLover and LetterLovin’ are servicemarks of the Eltra Corporation. 


© Copyright 1983 Eltra Corporation 
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“If I want to make it in New York, is it 
alright to say I still like Ryder?” 


Marcia Wilk has many fond memories of wre 
Chicago. Especially while she's being overworked in New York. 
“When I first came to New York, I thought everyone here was 
pushy and aggressive. 
a, “They are. Wanna make something of it’ 
ee “But one thing about us New Yorkers. We 
° respect good work no matter where it comes from. 
“Ryder is a good type house and | miss them. 
The quality of their work was terrific. The service 
was great. And the lady who answered the phone 
was friendly 
_ “Icame to New York looking for fame and 
fortune. But it took a typographer in Chicago for me to get my 
picture in the paper” 
Ryderlypes, Inc.,500 North Dearborn Street 
Chicago Illinois 60610. Telephone (312) 467-7117 


Exclusive Chicago area agents for Headliners® and Identicolor® processes. Member: Advertising Typographers Association. 


Visual Graphics announces 
anew triumph 
in stat camera design. 


The Pos One’ 
Total Camera System. 


Progenting | the daylight-operating Total Cures System, With — 
_ modular components that offer you the most complete range. of 
_ graphic reproduction capabilities available today. 
Everything from basic black and white line stats, to full color 
prints and, transparencies, to photo-direct offset plates, to ay 
ph ae ips And a tot pee ihe 


one at at ime until yout nave 
stem designed by you to meet your own ae equir 
And since every cpucnari is engineered to interface efficiently v with _ 
others in the system i de sori you ham nly w 
Then and fo more! 


VISUAL GRAPHICS CORPORATION | 
bs VGC Park, 5701 N.W. 94th Ave., Tamarac, FL 33321 | 
I 
Please tell me more about the revolutionary new TotalCamera System. = 
ia ——— ee 
Organization : 
Address I 


City 


U&le 3/83 


DT Weer 


send For 
Free Sampler 


Crescent \\ 


QUALITY 


Crescent Cardboard Company, P.O. Box XD, 100 W. Willow Road, Wheeling, Illinois 60090 
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Das schneliste Font, 
dias es je gab: 


The quickest font ever: 


lt ZEN, 228/81,7/83 
BOBOR 12PT.  BRELIGHELL FCMEIN CRT-D 
82842 12PT. BREUGHEL 56 KURSIYV CRT--D 
B2022 12PT. KENNERLES'! NORM CRT=D 
B2072 12PT. KENNERLEY KURSTY RTD 
B1947 18PT. SALLUEY SCRIPT Bsa se 
BBBO1 12PT. STEMPEL SCHADOW ROMAN CRT-b 
BABB? 12P7. STEMPEL SCHADOW BOLD  ‘CRT—D 
BOB83 12PT. VERSAILLES ROMAN CRT-D 


»telefFont« 


Wenn Sie heute eine Schrift bestellen und morgen das Font erhalten, A font ordered today — on your desk tomorrow, that’s »telefont«. 
dann ist das »telefont«. Der heiBe Draht zur Schrift — eine Exklusivitat Type on the hot line, as we call it, an exclusive privilege offered to 
von Linotype. Ein Anruf beim LINOTYPE FONT CENTER Ihres Lino- Linotype customers. Just call your Linotype agent. Your font 
type Agenten genugt und Ihre Schrift wird durch Daten-Fern- MitaNicme Will be transmitted to his LINOTYPE FONT CENTER in no time. Our 
Ubertragung sekundenschnell Ubermittelt. Zum Beispiel unsere new »Stempel Schadow«, for instance. Or Adrian Frutiger’s 
neue »Stempel Schadow«. Oder unsere neue »Versailles« von »Versailles«, brand new in our range of faces. Or any other 
Adrian Frutiger. Oder irgendeine andere aus unserem Pro- typeface from our library of more than 1400 digital fonts. Your 
gramm von Uber 1400 digitalisierten Schriften. SchlieBlich customers will be thrilled with the abundance of faces for 
haben Sie damit Ihren Kunden etwas zu bieten: Auswahl, Vielseitigkeit their immediate use, all of which bear the mark of eight decades of 
und Qualitat und die Erfahrung aus Uber 80jahrigem Schriftschaffen. skill and expertise in the making of type. 


Austria Denmark Finland Germany* Island Netherlands* Portugal Spain 
Berthold &Stempel GmbH Hugo V. Larsen Aktieselskab Oy Grafica AB Mergenthaler Linotype GmbH ACO hf, HAGRA BV GEEG Estudos Graficos, Lda. § Fuhrmann,s.A. 
Gruingasse 16 »Det grafiske Hus« Box 15 Linotype-Haus Laugaveg 168 Grafische Techniek Av. Fontes Pereira da Melo, Brusi, 39 
A-1052 Wien Hejrevej 30-32 SF-00101 Helsinki 66 Frankfurter Allee 55-75 Reykjavik Platinastraat 21 35-4.°H » E-Barcelona-6 
Tel.: 0222/5776570 DK-2400 Copenhagen NV Puh. 0/7541022 D 6236 Eschborn bei Frankfurt — Simi 1/27333 NL-8211 AR Lelystad P-1000 Lisboa Tel.: 03/200 57 11 
Tel.: 1/190065 Tel.: 06196/403245-6 Tel.: 03200/45444 Tel.: 019/56 2459 
Belgium England* France* Greece Italy Norway Sweden* Switzerland* 
Linotype S.A. Linotype-Paul Ltd. Linotype France S.A. Grup S.A. Linotype Italia S.P.A. Gjestvangs Grafiske AB Gust Carlsson & Co. Mergenthaler Linotype GmbH 
Rue du Biplan 187 Chelham House 27, Bd. Hippolyte Marqués —_—- Vas. Georgiou 20 Via Sempione, 2/B Fagforretning A/S Siktgatan 2 Zweigniederlassung 
B-1140 Brussels Bath Road F-94200 Ivry-sur-Seine GR-Moschaton — Athens |-20016 Pero (Milano) = Hausmannsgt. 17 Box 504 ThurgauerstraBe 40 
Tel.: 02/2410125 Cheltenham Glos. GL53.7LR Tel.: 1/6717676 Tel.: 1/9412413 Tel.: 02/3536345 N-Oslo 1 S-162 15 Vallingby CH-8000 Zurich 11 
Tel.: 0242/518288 Tel.: 02/208214 Tel.: 08/7 39 04 20 Tel.: 01/3 02 45 33 
* »telefont« bereits installiert * »telefont« already installed gesetzt in /set in Antique Olive, Antique Olive Nord 
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RTISING-TYPOGH 
PHRASE BOOK. 


ASAP— (1-O8-3- 6 
we, ¢ relinary rush, - oO 
SOWUT, A esterday 2 Cs) 


Done yet? Wz 
been? It& § 6 cCloe 


=> 


Just one Ijtty, 
i ey Is a botch e Pro 


Set to i Wha 


know. ¥¢ aU Sictead 
Atl figure ft . 


Please —/( P},;~ - 
have that (leceeg er = 
Director wy De here SOC =) O} 
Vithouy ab 22, Or ‘Ge 3 Lord 
asf Oard 1) ay 4 * 
A hair less / : is 


Ctter 5... 
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ont ptt 


How do you say, “this type in the language of last-minute changes, only know how to set advertising. 
house knows what they’re doing? in picky art directors and production They know how to speak it. 
advertising? managers, and fast deadlines. 


spa ple Just say‘this type house Plus.all ATA members mustpass = AID WERTISING 


TYPOGRAPHERS 


Typographers Association” The ATA, _ that include typesetting technology, 


for short. work quality and business ethics. 

Advertising is so much a part of So the next time you need to talk ASSOCI ATION 
our business, it’s part of our name. to a typesetter, call your local ATA AGL Eset Moetiie New Yeeke New eek 1000 
And all ATA member shops are fluent | member. You'll find that they not Walter A. Dew, Jr., Executive Secretary. 
ADVERTISING 


ATA MEMBERS: Atlanta, Georgia Action Graphics, Inc. Bloomfield, Connecticut New England Typographic Service, Inc. Boston, Massachusetts Berkeley Typographers, Inc.; Composing Room of 
SPOKEN HERE new England; Typographic House, Inc. Cedar Rapids, lowa Type 2, Inc. Chicago, Ilinois J.M.Bundscho, Inc.; RyderTypes, Inc.; Total Typography, Inc. Cincinnati, Ohio Typo-Set, Inc. Cleveland, 
Ohio Bohme & Blinkmann, Inc. Columbus, Ohio Dwight Yaeger Typographer Dallas, Texas Jaggars-Chiles-Stovall, Inc.; Southwestern Typographics, Inc.; Typography Plus, Inc. Dayton, Ohio Craftsman Type Incorporated 
Detroit, Michigan The Thos. P Henry Company; Willens+ Michigan Corp. Grand Rapids, Michigan Acraforms, Inc. Houston, Texas Typografiks, Inc. Indianapolis, Indiana Typoservice Corporation Kansas City, Missouri Western 
Typesetting Company Los Angeles, California Andresen Typographics; Typographic Service Co., Inc. Memphis, Tennessee Graphic Arts, Inc. Miami, Florida Wrightson Typesetting, Inc. Minneapolis, Minnesota Dahl & 
Curry, Inc,; Type House+ Duragraph, Inc. Newark, New Jersey Arrow Typographers, Inc. New Orleans, Louisiana Martin/Greater Film Graphics, Inc. New York, New York Advertising Agencies/Headliners; Royal Composing 
Room, Inc.; Tri-Arts Press, Inc. Philadelphia, Pennsylvania Armstrong, Inc.; Typographic Service, Inc. Phoenix, Arizona Momeau Typographers, Inc, Pittsburgh, Pennsylvania Davis & Warde, Inc.; Headliners of Pittsburgh, Inc. 
Portland, Oregon Paul 0. Giesey/Adcrafters, Inc. Rochester, New York Rochester Mono/Headliners San Diego, California Central Typesetting, Inc. San Francisco, California Headliners/Identicolor, Inc. Seattle, Washington 
Thomas & Kennedy Typographers, Inc.; The Type Gallery, Inc. St. Joseph, Michigan Type House, Inc. St. Louis, Missouri Master Typographers, Inc. Syracuse, New York Dix Typesetting Co., Inc. Tampa, Florida Century 
Typographers Montreal, Canada McLean Brothers, Ltd. Toronto, Canada Cooper & Beatty, Ltd. Winnipeg, Canada B/W Type Service, Ltd. Brisbane, Australia Savage & Co. Victoria, Australia Davey Litho Graphics Pty. Ltd. 
Brussels, Belgium Graphiservice London, England Filmcomposition Gothenburg, Sweden Fototext/Typografen AB Stockholm, Sweden Typografen AB Frankfurt, West Germany Layoutsetzerei Typo-Gartner GmbH Stuttgart, 
West Germany Layout-Setzerei Stulle GmbH 
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ee: For und ely... 
we're introducing only 18 new 
_ Letragraphica typefaces! 


ITC. Benauiat 
| Gothic Medium 


PRANKFURTER 
INLINE 


ROE | Aillics 
Od Seve Goals tao Boll 
Crillee ~~ Sasadlad 
Light Italic 


i / iy: ::.. 
@ rase | qh... features all the new Italian 


. 7 ae Letragraphica Typefaces, 
Bold Condensed ar t-i-facts Q / new Achitectural Symbol 
am ©” Sheets and new PANTONE®* { le 
(2s, Colors Graduated on Papers 
‘ and Overlay. You can pick 
» one up af any Letraset Art 
Materials Dealer. 


Letraset USA Inc. 
40 Eisenhower Drive 
Paramus, NJ 07652 


4 ESSELTE LETRASET 


© Letraset USA Inc. 1982 


*Pantone, Inc.'s check-standard trademark for color 
feproduction and color reproduction materials. 


sterdam 31-20 


31-20 265-111 
anta 404#892-65 
ckland 778-9 


timore -687-5252 
rlin 49-30 832-727 


ston 61 2-486 
ssels 32-2 538-0221 
32-3 52 0 


dar Rapids 319-366-6411 


Dayton 513-223-6241 
Denver 303-850-773 
Detroit BI 7-8900 


usseldo 
Edinburgh 1225-1 
Esse - 75-057 
Fr. 1 724- 
Goth 1 421- 
Ham 241-23 
Helsi 36-95 
Hous -9900 
Indianapo -634-1234 
Kansas Cit 421-3210 
Littl 75-53 
Lon -7045 
1598 
Los 38-3668 
Loui -0341 
Mel 0-6788 
Mil 2-3590 
Minneapo 9-0615 
Montreal 5 7231 
New York 0590 


Orange County 714-541-3341 
Oslo 47-2 330-019 


Paris 

Phil 600 
Pittsb 78 
Po 3 
Rochester 716- 94 


San Diego 714-2 633 
San Francisco 4 81-0463 
Seat 06-285 3 
314-427-4101 
c m 46-8 635-130 
Stutt 49-711 613-075 
‘Sydn 1-2 290-1122 
Toro 16-593-7272 
Vanc t 416-593-727 
Washington D.C. 301-27 
Wiesbaden 49-6121 44 
urich 41-1 351-120 


Taeprone 


VIVE LA 
DIFFERENCE! 


YOU DON'T HAVE TO READ BETWEEN 
THE LINES TO TELL — 


It’s as plain as the words on a page. A 
typesetter is someone (anyone) who 
sets type. A typographer is a highly 
trained professional who designs the 
type to fit your layout. 


You can see the difference in their 
work. More important, you can see 
the difference in your work. (So can 
your clients and contemporaries.) 


A typographer makes you look 
good every time. 


Type that looks professional makes 
you look professional. To get type 
that is crafted with as much care and 
thought as your layout, you have to 
work with a typographer. They know 
how to kern, where to kern, where to 
break the lines and how to fit the 
characters to make the type look just 
right. A typesetter does not. It’s as 
simple as that. 


A typographer makes life easier 
for you. 


Ever spent time cutting apart line 
after line of type to make it fit? Then 
you know what it’s like to work with 


your basic run-of-the-mill typesetter. 


A professional typographer, on the 
other hand, makes pasteups easier 
because the type comes in right— 


spaced properly and sized correctly. 


The line breaks are in all the right 
places and the words are spelled 
correctly. 


The next time you order type, go 
with the pros. Call your local TIA 
member. 


For more information about TIA typographers, phone or write: 


Typographers International Association 
2262 Hall Place Northwest 


Washington, D.C. 20007 
Phone (202) 965-3400 


A typographer saves you time and 
money in the long run. 


A typesetter may seem like a good 
bargain at first glance. But ask your- 
self how much it’s costing you to 
have cheap type. How much labor 
does it cost you to fiddle around with 
type that doesn’t quite work? How 
much time does it cost you when it’s 
delivered late? Most important, how 
much prestige does it cost you when 
it doesn’t look right? 


A TIA typographer subscribes to 
high professional standards. 


As a member of the Typographers 
International Association, you gain 
access to the experience and exper- 
tise of other member typographers 
worldwide. So you’re assured of 
quality typesetting and superior ser- 
vice. At the lowest possible price. 
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Especially today, not 
everyone can afford custom 
illustrations or photography 
for every project. Yet with 
Clipper Creative Art Service® 
you can have custom quality 
art like this for a fraction of 
its original cost. 
Even when business is good, there are 
many projects that can’t stand the cost 
of custom illustrations. That’s why you 


should have Clipper® — world’s leading 
camera-ready art and idea service. 


Clipper brings you art and ideas of the 
quality shown here. Yet the cost for this 
monthly service is less than 44¢ an art 


You get all this with Clipper 
... for less than $1 a day! 


ULC383 


OCEAN CITY, NJ 


qui corpus tr 


spot. The illustrations, graphic elements, 
pre-screened photos and symbols are 
rendered by America’s top professionals. 
All are ready to use as is or you can 
modify to your own specific needs. You 
get a huge variety of subjects, styles and 
techniques — something for every kind 
of creative problem you face. 


Fresh, contemporary, inspiring graphics. 
Clipper’s original art and special-effect 
photos are only one part of the Clipper 
service. Each monthly issue offers pages 
and pages of visual suggestions — ideas 
for using the art in hundreds of creative, 
stimulating and effective ways. 

Perhaps our subscribers tell it best: 


“Can't begin to tell you how much | like 

Clipper. \t has only been 3 months since 
my first issue and have made great use 

of the art in a variety of programs.” 

P.V., Marketing Firm, California 


3) = 
trial ag eo a filled out before we can 
send your sample issue. 


Yes! I’d like a FREE TRIAL ISSUE of 
Clipper®. So enter my order for a one- 
year, 12-issue subscription to Clipper 
Creative Art Service® at $29.50 per month, 
plus postage and handling from Peoria, IL 
(USA). After the first 12 issues, continue 
to ship monthly, subject to my written 


ISSUE, which | may review and use. If | 
decide that Clipper is not for me, | may 
cancel this order within 15 days, keep the 
FREE ISSUE and owe nothing. Otherwise, 
| agree to complete payment as follows: 


(Note: this offer applies in North America only.) 


“| don’t know how | would ever get along 
without the tremendous illustrations and 
ideas (Clipper) brings out.” 

B.G., In-House Communications Dept., 
Kansas 


What if you can’t find what you need in 
current Clipper issues? 

A Clipper annual subscription brings you, 
each month, a 24-page 1212" x 19" repro 
book of art and suggested layouts. Ina 
short time, you’ll acquire an excellent art 
library. Plus, as a subscriber, you’ll have 
FREE access to our 10-year, 8,000-subject 
commercial art library (the world’s 
largest). A 64-page cross reference index 
to this library enables you to order 
specific illustrations or subject matter. 
You pay only a modest postage and 
handling fee and there’s no limit on the 
number of times you may use this library. 


Try Clipper at our risk. Complete and mail 


Coupon must be completely 


the coupon below. We'll send you a 
Special Sample Issue containing more 
than $11,000 of original Clipper art. Use 
it. Let it work for you. Then decide 
whether Clipper belongs in your 
business. No risk or obligation on your 
part. If you decide Clipper is not for you, 
simply cancel your order within 15 days 
and owe nothing. 

Note: Coupon must be completely filled out 
before we can send 
your sample issue. 


COMPLETE & 
MAIL THIS 
COUPON 
TODAY FOR 
YOUR 

FREE TRIAL 
ISSUE 


ATTENTION 


(please print or type) 


TITLE 


COMPANY (if applicable) 


cancellation notice 30 days prior to STREET 
publication (20th of every month). 
However, first send me the FREE TRIAL aay 


P.O. Box (if assigned) 


STATE ZIP (for street) ZIP (for P.O. Box) 


TYPE OF BUSINESS 


BUSINESS PHONE (area code) 


| prefer to SAVE 3% of the sub- AUTHORIZED BY 


(signature & title) 


scription ne by prepaying. 
Please bill me now. 


Please bill me monthly as the 


FOR OFFICE USE 


ULC383 


year’s issues are shipped. Terms 
are net 10 days. 


MAIL TO: cl 


© Dynamic Graphics, Inc. 
6000 N. Forest Park Dr., P.O. Box 1901 
Peoria, IL 61656-1901 
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ROCKWELL 


Licensed from Monotype International 


abcdefghijklmnopqrstuvwxyz ABCDEFGHIJKLMNOPORSTUVWXYZ 
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MNOPQRSTUVWXYZ&1234567890jEBAAE PED OMA ANAL hRREft 
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Shown in 18 point Rockwell Medium and Medium Italic with Universal characters 


Rockwell is available 
in the following type 
weights. Each face is also 
designed in the Universal 
keyboard layout scheme for 
typesetting the eleven 
most common European languages. 
PRODUCT 

CODE 
US LAYOUT NUMBER 

RW 45 Light 55111 
RW 46 Light Italic 55112 
RW 55 Medium 55113 
RW 56 Medium Italic 55114 
RW 65 Bold 55115 
RW 66 Bold Italic 55116 
RW 75 Extrabold 55117 


UNIVERSAL LAYOUT 
RW 45 Light 29920 
RW 46 Light Italic 29921 
RW 55 Medium 29922 
RW 56 Medium Italic 29923 
RW 65 Bold 29924 
RW 66 Bold Italic 29925 
RW 75 Extrabold 29926 


Write NOW to receive your eight page Rockwell type book 
with complete type face showings. Send your request on your 
letterhead to: 


Type Promotion ITEK COMPOSITION SYSTEMS a bivision of Itek Corporation 34 Cellu Drive Nashua, New Hampshire 03063 
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Fust wins suit. Gutenberg loses shirt. 
ts an old story. The businessman Fust offers to loan Gutenberg 800 So Fust ends up with Gutenbergs 


versus the artisan. Progress versus guilders. All he wants for collateral is type, his press, and 200 printed Bibles. 
the almighty buck. Gutenbergs press, the type, and what- Schoeffer ends up with Fusts daughter, 
In this case our story starts in 1450. _ ever Bibles have been produced. and a new boss. 
Gutenberg is working day and night, Gutenberg goes for the deal hook, Gutenberg ends up on the street. 
going without food and sleep. He's line, and proverbial sinker. 13. years later he dies in abject poverty. 
obsessed, driven, and totally naive about 1455. Gutenberg finds himself in So whats the point of all this? 
money. His only concern: getting a court. And guess whos the judge? Simply this. If you cant take advan- 
couple of hundred Bibles printed. Another Fust. If that’s not bad enough, tage of your typesetter, who can you take 
Enter the unscrupulous banker. The Gutenberg’ foreman, Peter Schoeffer, is advantage of? 
unprincipled villain, John Fust. in love with John Fusts daughter. AldusType Studio, Los Angeles. 


In Japan it’ss 5 FAT O EFC WK, 


In Germany it's: Der nene Weg sum mehrjarbigen layout 


In the U.S. it’s: THE BEST COLOR COMP 
THIS SIDE OF A FINAL PROOF 


A WORLDWIDE SYSTEM 


In the U.K., art directors no longer ask for a com- 
prehensive. They specify ‘Make a Chromatec.’ 
There must be a lot of good reasons why artists 
and designers all over the world are 

using Chromatec to comp 
their designs. There are. 
Listen to this: 


MATCH ANY COLOR 
Chromatec uses inks with 

the same pigments the 
pressmen will be using. The 
inks are color matched to 
standard ink color systems. 
The precise color you specify 

is the color you will get. 
Opaque or transparent. Includ- 
ing fluorescents and metallics. 


ON PRESS STOCK 

Chromatec puts your comp on the 
very same stock on which you'll 
print the finished job. Coated or 
uncoated paper. Film. Foil. Almost 
any flat surface. Even lightly 
textured surfaces. 

Your Chromatec comp is an 
ink-only image on stock. No colored film 
overlays to dull colors or obscure type. No felt 
tip squeaky" renderings. No paste-on galley 
proofs. That's why a Chromatec comp looks like 
a finished printed piece. We've fooled experts. 
You will amaze your clients. 


For further information 
or the name 
of your dealer 
CALL TOLL FREE: 


800-323-9752 
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IN CANADA: (416) 363-6156 


WAIT— THERE'S MORE 


How many times have you wanted transfer 
lettering in a special color? Chromatec gives it to 
you in any type style, size or color, and you'll 
never run out of E's. Tired 

of wasting board time 

by rendering the same 

client logo over and over? 
Chromatec makes logos, 
insignia, service marks, any 
color, in the sizes YOU USE 
most, ready to rub off instead 
of draw on. Think of the time 

you'll save. | 

Want more? Chromatec is 
also ideal for creating camera- 
ready art, T.V. cells, or overhead 
projection slides. Colors will 
photograph true and project 
vividly. Further, there is no better 
way to make 3-D mockups. 
Chromatec comps do not crack or 
chip, even when going around a 
compound curve or a sharp corner. 


COMPS WHICH LOOK LIKE 
PRINTING 
The best way to present a 
graphic idea has always been in finished 
form. Now Chromatec allows you to comp your 
designs in a form that looks like printing. No 
wonder most people refer to it as a proof rather 
than a comp. Give your ideas the presentation 
quality they deserve. Give them Chromatec. 


INN 
ky 
CHROMATEC 


proofs the design. 


CHROMATEC 
OR PRINTED JOB? 
(only your printer will know for sure). 


Does your type need help? 


We'll outline, shadow, spread, 
or shrink your material. 


For instance, you give us this: 


LUCKY 


...well do this: 


..or any other effect you have in mind. 


Joe Stanley 


211 West 58th Street, New York, NY 10019. (212) 246-1258 


Translation by Majid Fakhry in “Lincoln’s Gettysburg Address in Translation” compiled by Roy P. Basler, Published by Library of Congress, 1972, ISBN O-8444-0018-1 
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Typographic 
Service 


We can set type for over 
600 languages, not only 
for simple headlines 
but also the most 
difficult text. 


For more informati 

call (212) 754- 0505 

King Typographic Service 
¢ Foreign Language Division of TGC. 

305 E. 46th St., 

New York, N.Y. 10017 


An Awarding Experience 


Were proud to serve as printer of Ué=lc and vicariously enjoy the cascade of awards 


which have come its way. We’ve won a few dozen prizes ourselves, making our association 
quite a combination: an award-winning publication and an award-winning printer. 
Our track record leads us to think that you as want to speak with us,about your 


pbc or os Ree needs. 


475 PARK AVENUE SOUTH, NEW YORK CITY 10016, 212 532-4004 / PLANT: 200 FINN COURT, FARMINGDALE, N.Y. 11735, 516 293-7600 
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And to my nephew Herbert, I leave this will 
written on Old ; 
Council Tree’ Bond. A 
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Neenah Paper Important papers stay that way 


longer with cotton fiber. 


© 1983 K.C.C. 3 Kimberly-Clark Neenah Paper Division 


- © 
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A TIMES MIRROR COMPANY 
Cc a a LEEDS, MASSACHUSETTS 01053 
DIDCOT, ENGLAND OX11 7NB 


MISSISSAUGA, ONTARIO L4W 2V6 


Offer expires June 30, 1983. 
Allow 4-6 weeks for delivery. 


TIME 
TESTED 
TYPOGRAP 


PHOTO-LETTERING, INC. We're the typographer with 
nearly 50 years of experience to our name, and over a 
decade of experience in text composition. 

Over the years we’ve upgraded every major facet 
of our production to maintain the high standards and 
fast pace advertising demands. 

As a FULL SERVICE typographer we are prepared 
to meet all your typesetting needs — with over 10,000 
display faces, over 600 text faces, and every ITC face. 


216 EAST 45TH STREET + NEW YORK CITY 10017 + 212-490-2345 


SET IN TIMES ROMAN SEMI-CONDENSED LIGHT 9706, AN EXCLUSIVE PHOTO-LETTERING FACE. 


SMALL BED 

(5X 7 x 4”) Solid Maple 

$30.00 ppd. with clamp 

$27.00 ppd. without clamp 

Make checks payable to TOOLDECKS 
Mail orders to: 


TOOLDECKS ® 1911 Wabansia Ave. ® Chicago, IL 60622 © 312-384-4539 


Clamps to any side of table. 
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JOB DESCRIPTION 


An exclusive collection of original border designs printed on a special 
lightweight board with an 8X11 inch, non-photographic blue grid 
background with vertical and horizontal centering guides and other time- 
saving layout aids. 
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Graphic Products Corporation 
Catalog No. 7 features the complete 
selection of Border Boards along with 
hundreds of other professional graphic 
art products. Request your free copy 
today! 


Compan 


Street 


Cit 


State Zi 


) Attn: 
} Mail to: Graphic Products Corporation 


a vi r 3601 Edison Pl., Rolling Meadows, IL 60008 
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“$375 for type? 
But the space only costs $750!” 


Type bills are driving everyone crazy. Up, up they go — with no ceiling in 
sight. But your client doesn’t want to know about that. He wants to know why 
his catalog cost so much. And why type for a trade ad costs almost as much 
as the space. And you're caught in the middle. Your client's steaming and 
you're struggling to make a buck. 

But Arnold & Debel can help. With advertising quality type at prices that 
remind you of the good old days. Prices the big shops can’t even remember. 
And we operate around the clock. Give us a try, call lvan Debel today at 
889-3711. You have nothing to lose except outrageous type bills! 


ARNOLD & DEBEL INC. 


_TYPOGRAPHERS 


270 MADISON AVENUE 


NEW YORK, N.Y. 10016 
(212) 889-3711 


by Design 
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refograph & 


Refograph 
TECHNICAL PEN 
—It’s technologically - 
advanced. Draws instantly. 
Won't leak or clog. Draws at 
angles less than 90°. Excellent 
line quality. 13 line widths 
individually or in sets. Send for 
Free color literature. for Drafting, Engineering 
and Graphic Arts Supplies 


Alvin & Company, Inc., P.O. Box 188UL. Windsor. CT 06095, 203/243-8991, 1-800-243-0197 


~.. OWNERS! 


430/435/ 440/480 
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Try our black 
plate too! 


Laugh at high 

prices while enjoying a 

dramatic increase in print quality. 

Duoprint papers, films and chemistry are 

packaged especially for your cameras. Our 
prices are designed to save you money. 


Order a trial box today! 
114 Beach Street, Rockaway, New Jersey 07866 (201) 625-4400 
® Trademark of ITEK Corp. 
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Courses n 
Graplnc Arts 


ce ‘Typesetting 


Develop the state-of-the-art skills necessary for today’s state-of- 
the-art typesetting systems. 


The world's largest supplier of composition systems has expanded 
its corporate training facility and is now offering its extensive 
training programs to the public. 


The Compugraphic Training Center offers basic graphic arts 
and equipment operation courses for beginning and advanced 
typesetting professionals. 


Our expert staff offers a wide variety of classes designed to: 


train back-up operators 

provide hands-on experience with new equipment 
broaden knowledge of typesetting systems 
maximize operator productivity 


Call or visit our midtown facility today. 


For more information, contact Peter Harrison at (212) 868-4480 
or write: 


Compugraphic Training Center 
Two Penn Plaza, Suite 1965, New York, NY 10121 


of ink,a cone extractor, hinged 
box & instruction manual. 


$77.00 Castell’ FC-17 Stapler 
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2 KRTHOUSE | 
: 


ARTHOUSE BOSTON 
P.O. BOX 407 
F.D.R.STATION 


CAMBRIDGE, MA.02139 
NEW YORK, NY. 10150 


Full-strip capacity desktop stapler. 
Guaranteed for five years. 

ABS plastic & steel construction 
Easy for one-hand operation 

Uses standard wire staples & tacks 


$14.25 


PLEASE SEND ME: 
() Ss 


| have enclosed: 0 Check 0 Money Order 


LIMIT: 2 PER ADDRESS. Amt. Enclosed $. 
VY Charge my: OVisa Mastercard 
SPRING&3 ARTHOUSE SALE EXP le &3 Name. 


TO ALL U&LC READERS 
BUY A 4-PEN SET GET A STAPLER FREE 


Acct. Number. 


BOTH ITEMS:#91-25,YOU SAVE: $53.75 Exp. Date 
ee (minimum card order $35.00) 
YOU PAY ONLY #37.S50 FOR BOTH Ship to 
Name. 
{\—— Address. 
City. 
All merchandise advertised is factory fresh & brand new with Manufacturers State. _Zip. 


Warranty. All merchandise shipped fully insured via UPS. street address required. 
Send certified check or money order include $3.00 shpg. charges per pen set. 
New York sales tax if any. Prices subject to change and No C.O.D. orders. 


114 Beach Street, Rockaway, New Jersey 07866 


You'll smile too, when you —— yo 
see what a remarkable inprovernentc 
DuoPrint papers, films and chemistry will 
make in the quality of your Pos-1’s reproduc- 
tions. Our SUPER LOW PRICES won’t hurt your 
disposition much either. Join the thousands of 
satisfied DuoPrint users— 


Order a trial box today! 
G) . 
duostat corporation 
(201) 625-4400 
© Trademark of VGC Corp. 


Listing over 650 
phototypesetting 
firms, their equip- 
ment, capabilities 
and specialities. 
The directory in- 
cludes firms with 
word processing 
to photocompost- 
tion interface. 


write on your 
company letterhead to: 


N4ATIONA 
COMPOSITION 
ASSOCMTION 


A Special Industry Group of PIA Inc 


CZ 


1730 North Lynn oe 


Arlington, VA 22209 


The original technical pen is now even better! 


KOH-I-NOOR | 


RAPIDOGIRAPH 


Dick Blick -2€ 


Graphic Art Materials 


Name. 

Title 
Company 
Address 

City, State, Zip 


A complete 
selection of 
KOH-I-NOOR 
pens and inks 
is available 
from Dick Blick. 
Send for Blick’s 
335-page 1983 
Graphic Art 
Materials Catalog 
today! 


Dick Blick, Dept. UL, Box 1267, Galesburg, IL 61401 


Only the following Subscriber Companies are 
licensed to manufacture and sell ITC typefaces: 


AM International, Inc. 
Varityper Division 

11 Mt. Pleasant Avenue 
East Hanover, N.J. 07936 
(201) 887-8000 
Phototypesetters and Photo- 
lettering Systems 


Alphatype Corporation 
7711 N. Merrimac Avenue 
Niles, Illinois 60648 

(312) 965-8800 

AlphaSette and AlphaComp 
Phototypesetting Systems 
CRS Digital Phototypesetter 


, Inc. 
3530 Work Drive 
PO. Box 7151 
Fort Myers, Fla. 33901 
(813) 332-1174 
800-237-4474 
Dry Transfer Letters 
Cut Out Letters 


Autologic, Inc. 

1050 Rancho Conejo Blvd. 
Newbury Park, Calif. 91320 
(213) 889-7400 

APS-4/APS-5 CRT Phototype- 
setter Composition and 
Typesetting Systems 


Autologic SA 

1030 Bussigny Pres Lausanne 
Switzerland 

021/89.29.71 

Bobst Graphic Products and 
Phototypesetting Systems 


H. Berthold AG 
Teltowkanalstrasse 1-4 
D-1000 Berlin 46 

West Germany 

(030) 7795-1 

Diatronic, ADS 3000, Diatext, 
Diatype, Staromatic, 
Staromat, Starograph 


Berthold of North America 
610 Winters Avenue 
Paramus, N.J. 07652 

(201) 262-8700 

Diatronic, ADS, Diatype, 
Staromat, Diasetter, 
Repromatic 


Dr. Béger Photosatz GmbH 
2 Wedel in Holstein 

Rissener Strasse 94 

West Germany 

(04103) 6021-25 
Manufacturers of Copytronic 


Phototext Composing Machines, 


Film Fonts, and Copytype 
Photolettering Systems 
and Fonts 


Cello-Tak Mfg., Inc. 

35 Alabama Avenue 
Island Park, L.., N-Y. 11558 
(516) 431-7733 

Dry Transfer Letters 


Chartpak 

One River Road 
Leeds, Mass. 01053 
(413) 584-5446 

Dry Transfer Letters 


Compugraphic Corporation 
200 Ballardvale Street 
Wilmington, Mass. 01887 
(617) 944-6555 

EditWriters, CompuWriters, 
Text Editing Systems, 
MCS™ 8200, 8400, 8600, 
Accessories and Supplies 


Digital Visions, Inc. 

454 West 46 St. 

New York, N.Y. 10036 

(212) 581-7760 

Interactive Computer Graphics 
Software 


Film Fonts International, Inc. 
330 Phillips Ave. 

South Hackensack, N.J. 07606 
(201) 440-9366 
Manufacturers of fonts for: 

2" Display Film Fonts 


Filmo 

7711 N. Merrimac Avenue 
Niles, Illinois 60648 
(312) 965-8800 

Film Fonts 


Fonts 

Hardy/Williams (Design) Ltd. 
73 Newman St. 

London WI England 
01-636-0474 

Font Manufacturer 


Fundicién Tipografica 
Neufville, S.A. 
Puigmarti, 22 
Barcelona-12 

Spain 

2195000 

Poster Types 


Geographics, Inc. 
PO. Box R-1 

Blaine, WA 98230 
(206) 332-6711 

Dry Transfer Letters 


Graphic Products Corporation 
3601 Edison Place 

Rolling Meadows, III. 60008 
(312) 392-1476 

Formatt cut-out acetate letters 
and graphic art aids 


Graphics, Inc. 

16001 Industrial Drive 
Gaithersburg, Maryland 20877 
(301) 948-7790 

Manufacturer of Dry Transfer 
Systems 


Harris Corporation 

Harris Composition Systems 
Division 

P.O, Box 2080 

Melbourne, Florida 32901 
(305) 259-2900 

Fototronic 4000, TXT, 1200, 600 
CRT 7400, 7450 


Dr.-Ing Rudolf Hell GmbH 
Grenzstrasse 1-5 

D2300 Kiel 14 

West Germany 

(0431) 2001-1 

Digiset Phatotypesetting 
Equipments and Systems, 
Digiset-Fonts 


Information International 
5933 Slauson Avenue 
Culver City, Calif. 90230 
(213) 390-8611 
Phototypesetting Systems 


International Graphic 
Marketing 

21B Quai Perdonnet 
P.O. Box 58 

CH-1800 Vevey 
Switzerland 

(021) 5185 56 

Font Manufacturer 


International Type Fonts ApS 
c/o Cooper & Beatty, Limited 
401 Wellington Street West 
Toronto M5V 1E8 

(416) 364-7272 

Type Discs for Harris 600, 
1200, 4000, TXT Typesetters 


Itek Composition 

Systems Division 

34 Cellu Drive 

Nashua, N.H. 03060 

(603) 889-1400 
Phototypesetting Systems and 
Equipment, Film Strips, 
Standard and Segmented Discs, 
and Digitized Fonts 


Letraset International Ltd. 
St. Georges House 

195/203 Waterloo Road 
London SE] 84J 

England 

(01) 930-8161 

Dry Transfer Letters 


Letraset USA Inc. 
40 Eisenhower Drive 
Paramus, N.J.07652 
(201) 845-6100 

Dry Transfer Letters 


Linographics 

770 N. Main Street 
Orange, California 92668 
(714) 639-0511 

Display Typesetters, 

2" Film Fonts 


Mecanorma 

78610 LePerray-en-Yvelines 
Paris, France 

483.90.90 

Dry Transfer Letters 


Mergenthaler Linotype 
Company 

201 Old Country Road 

Melville, N.Y. 11747 

(516) 673-4197 

Linoterm, V-I-P, Linotron, Omni- 
tech CRTronic, Phototypesetting 
Equipment and Systems 


Metagraphics 

Division of Intran Corp. 
4555 W. 77th St. 

Edina, Minn, 55435 

(612) 835-5422 

Digital Fonts for Xerox 9700 


Microtype 

7 rue de Lorraine 

21200 Beaune 

France 

Film Fonts Manufacturer 
Alphabet Designers 


The Monotype Corporation Ltd. 
Salfords, Redhill, Surrey, 
England 

Redhill 6 5959 

Visual Communications 
Equipment 


Officine Simoncini s.p.a. 
Casella Postale 776 

40100 Bologna 

Italy 

(051) 744246 

Hot Metal Composing Matrices 
and Phototypesetting Systems 


Optronics International, Inc. 
7 Stuart Road 

Chelmsford, Mass. 01824 
(617) 256-4511 
Phototypesetting Systems 


PhotoVision Of California, Inc. 
PO. Box 552 

Culver City, Calif. 90230 

(213) 870-4828 

Toll Free: 800-421-4106 
Spectra Setter 1200, Visual 
Display Setter, and 2" Film 
Fonts 


Pressure Graphics, Inc. 
1725 Armitage Court 
Addison, Illinois 60101 
(312) 620-6900 

Dry Transfer Letters 


Prestype, Inc. 

194 Veterans Blvd. 
Carlstadt, N.J.07072 
(201) 933-6011 

Dry Transfer Letters 


Purup Electronics 
28 Jens Juuls Vej 
DK 8260 VIBY J 
Denmark 

Tel: 456-28 22 11 
Laser Forms Printer 


Ryobi Limited 

762 Mesaki-Cho 

Fuchu-Shi 

Hiroshima-Ken 726 

Japan 

Text/Display Phototypesetters 


Simulation Excel A.S. 
Sinsenveien 51 

Oslo 5 

Norway 

Tel: 47-2-15 66 90 

PAGEscan Digital Typesetter 
PAGEcomp Interactive Ad 
and Page Make-up Terminal 


D. Stempel AG 
Hedderichstrasse 106-114 
Frankfurt am Main-70 
West Germany 

(0611) 6068-1 

Dry Transfer Letters 


Tactype, Inc. 

12 West 26th Street 
New York, N.Y. 10001 
(212) 924-1800 

Dry Transfer Letters 


Technographics/Film Fonts 
P.O. Box 552 

Culver City, Calif. 90230 
(213) 870-4828 

Toll Free: 800-421-4106 

Film Fonts, Studio Film Kits, 
and Alphabet Designers 


Visi-Graphics 

8119 Central Avenue 
Washington, D.C. 20027 
(301) 366-1144 

Dry Transfer Letters 


Visual Graphics Corporation 
5701 NW. 94th Avenue 

Tamarac, Florida 33321 

(305) 722-3000 

Manufacturer of Photo Typositor 
and Original Typositor 

Film Fonts 


Xerox Corporation 

Digital Graphics Center 
701 South Aviation Blvd. 

El Segundo, Calif. 90278 
Mail Stop-A3-39 

(213) 536-5926 

Electronic Printing Systems 


Zipatone, Inc. 

150 Fencl Lane 
Hillside, Iinois 60162 
(312) 449-5500 

Dry Transfer Letters 


For further information, write or call: 


INTERNATIONAL TYPEFACE CORPORATION 
2 HAMMARSKJOLD PLAZA NEW YORK, NEW YORK 10017 
(212) 371-0699 TELEX: 125788 
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Liquid Crystal Display, with its uniquely seg- 
mented bar structure, was especially planned 
for calculators, timepieces, and other electronic 
devices requiring immediate display. About two 
dozen bars in different positions enabled the 
design of the alphabet, figures and punctuation 
to be accessed without using too much micro- 
chip memory. Because of frequent requests for 
this face in applicable graphics, it is now digitized 
for our system, in keyboard sizes from 8 point 
up. (The typeface you are reading, incidentally, 
is our new “Criterion” with italic, available in four 
weights... another indication of our continuing 
commitment to quality typography.) 
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TIMELY THINKING, NEATLY DONE 


212) C6-8/8/ 


Solution to puzzle on page 26. 


Free poppe pad to U&ic are shipped by 
surface mail.If you wish to receive copies 
by airmail, please forward the followin 
appropriate amount fo cover airmail cos 
for one year in US funds, complete this 
form and mail to: 

U&Ic Subscription Dept. 

2 Hammarskjold Plaza, 

New York, N.Y. 10017,U.S.A. 


O1|wantto receive U&lc 


Note: U&lc is published quarterly. Please allow 
four months before anticipating first copy. 


Please Print 


GIVEN NAME 


COMPANY 


DELIVER TO: BUSINESS. 


SIGNATURE 


DATE 


My organization and/or | am involved in the visual communica- 
tions field___yes ____no. 


lama student___yes ___no. 


BUSINESS CLASSIFICATION: 
(Check One Only) 


(a) ______ Printing (Commercial, Instant, etc.). 

(b) _______ Typesetting (Commercial). 

(c) ______ Advertising Agency, Art Studio, Design, Freelance. 

(d) ______ Newspaper, Magazine, Book Publishing, 

(e) _____In-plant or corporate typesetting and other 
reproduction services. 

(f}) —-___ Education and/or Libraries, 

(g) —______-_ Government. 

(h) ____ Corporation Advertising, Design, Promotion. 

(i) —-_-_-_ Communication and information processing. 

ce = Other 


MY PRIMARY JOB FUNCTION IS: 
(Check One Only) 


(k) _____ Artist, Illustrator. 
Graphic Artist, Art Director, Creative Director. 
Display and Package Design. 
Pasteup Artist, lWpographer, Keyboarder. 
Type Director, Type Buyer. 

(p) ________ Advertising Manager, Sales Promotion Manager. 

(q) —______ Production Manager, Office Manager. 

(r) _______ Printing Buyer, Purchasing Agent. 

(s) ____ Editor, Writer. 

(t) _---__ Teacher. Instructor. 

(u) _____Audiio Visual. 

(v) ——___ Principal Officer. 

(w) ________ Secretary, Typist, etc. 

(Sh Other 


NUMBER OF PERSONS EMPLOYED 
IN YOUR ORGANIZATION 
(rie. 

ren | 1 

(3) $=. (20-49 

(4), _—____.. 0-99 

{§) -—____.____ 100-249 

(6) ____——- 250 and over 
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Abonnements gratuits au U&lc sont en- 
voyés 5 dr courrier de voie ordinaire. Si 
vous desirez recevoir des copies par 


avion, je vous prie de bien vouloir envoyer 
le montant approprié pour couvrir les 
frais d’avion pour une année, veuillez 
remplir ce formulaire et ’addresser a: 
U&Ic Subscription Dept. 

2 Hammarskjold Plaza, 

New York, NLY. 10017,U.S.A. 


Europe........$20.00 Extréme 

Amerique du Orient.........$24,00 
Sud............20.00 Canada........8.00 
Afrique.........24.00 Mexique 


O J'aimerais recevoir U&lc. 


N.B.: U&le est une publication trimestrielle. 
Considérez 4 mois avant de recevoir le premier 
numéro. 


Imprimez S‘il vous Plait 


NOM 


FONCTION 


FIRME 


DELIVREZ A TRAVAIL 


ADDRESSE 


SIGNATURE 


DATE 


Mon organization et/ou je fais partit de communications visuelles 
SOU}. non, 


Je suis étudiant ____oui ____non. 


CLASSIFICATION PAR PROFESSIONS 
(Ne cocher qu'une seule fonction) 


(a) ________ Impression (Commerciale, Instantanée, etc.). 

Composition (Commerciale). 
_Agence de publicité, Studio d'art, Conception, 

indépendant. 

____ Journal, Revue, Edition de livres. 

_______ Composition faite sur place ou par une societé 
et autres services de reproduction. 

_______ Enseignement et/ou bibliothéques, 
Governement. 

(h) ____-___ Publicité de societé, Conception, Promotion. 

(i) _--_ Traitement de communications et d’informations. 

i ———..— Autres, 


MON ACTIVITE PRINCIPALE EST: 
(Ne cocher qu’‘une seule fonction) 


(k) ________ Artiste, Illustrateur. 

() Artiste graphique, Directeur artistique, Directeur 
de création. 

(m) __._ Conception de Iexposition et de I'empaquetage. 

n) Metteur en pages, lypographe, Claviste. 

o) _________ Directeur de composition, Acquéreur de 
caractéres d’imprimerie. 

p) _________ Directeur de publicité, Directeur de la promotion 
des ventes, 

q) _______ Directeur de production, Directeur de bureau. 

(rf) ____—— Acquéreur de produits d'imprimerie, Agent 

préposé G |'achat. 

(s) ___——— Réddacteur, Auteur. 

t) ____. __- Professeur, Instructeur. 

u) —_____ Audiio-visuel. 

vy) —_____ Agent principal. 

w) ________ Secrétaire, Dactylographe, etc. 

x): —————_ Autres: 


NOMBRE DE PERSONNES EMPLOYEES 
DANS VOTRE FIRME 


_______ 100-249 
250 et plus 
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Ihre kostenlose Ausgabe von U&ic wird 

mit normaler Post versandt. Falls Sie 

Seger ta per Luftpost wiinschen, senden 

Sie bitte den entsprechenden Betrag zur 

Peckuee der Luftversandkosten fiir ein 
e 


Jahr, fiillen Sie bitte diesen Coupon aus 
und senden ihn an: 


U&lc Subscription Dept. 
2 Hammarskjold Plaza, 
New York, N.Y. 10017,U.S.A. 


Europa........$20.00 FernerOsten...$24.00 
Sudamerika....20.00 Kanada.........8.00 
sieeve 404 -,.,.24,00 Mexiko......... 


Ich méchte U&le beziehen. 


ANMERKUNG: U&le wird viertel jGhrlich verdffent- 
licht. Bitte erlauben Sie 4 Monate, ehe Sie die 
erste Nummer erhalten. 


Bitte In Druckschrift Schreiben 


FIRMA 


LIEFERUNG AN 


STRASSE 


POSTLEITZAHL UND ORT 


UNTERSCHRIFT 


DATUM 


Meine Firma und/oder ich sind auf dem Gebiet der visuellen 
Kommunikation tatig ja nein. 


Ich bin student ___ja ____nein. 
FIRMENKLASSIFIZIERUNG 


(Bitte eine ankreuzen) ‘ 
a) ______Druckerei (Akzidenzdruck, Schnelldruck, usw,). 


b) _____Schriftsetzerei (Werk—oder Layoutsatz). 
(c) ___. __Werbeagentur, Grafikdesignatelier, 
Freischaffender. 


d) __________ Zeitungs-, Zeitschriften- oder Buchverlag. 

[= pe Firmeneigene Schriftsetzerei, Reproduktion oder 
Druckerei. 

f) ____ Bildungsanstalt oder Bibliothek. 

g) —______ Beh6rde. 

h Werbe-, Verkaufsférderungs- oder Designab- 
teilung von Industrie- oder Handelsfirma. 

(i) Ws Kommunikation und Datenverarbeitung. 
Sonstiges. 


MEINE HAUPTBERUFSTATIGKEIT: 
(Bitte eine ankreuzen) 


k) _____ Kunstler Illustrator. 

\) Grafiker, Art-Direktor, Kreativ-Direktor. 

m) Entwurf von Verpackungen oder Auslagen. 
n) _______Reinzeichner, Schriftsetzer. 

0) ______Typograf, lype-Direktor, EinkGufer von Schriftsatz. 
p) ______ Werbe- oder Verkaufsforderungsleiter. 

q) —_____ Produ ktionsleiter, Burovorsteher. 

) ____ Drucksacheneinkaufer. 

s) ___—s Redakteur, Texter. 

t) _____ Lehrer, Ausbilder. 

u) —_______ Audiio-visuell. 

i) See Firmeneigentumer, leitender Angestellter. 
w) _________ Sekretarin, Stenotypistin, usw. 

x Sonstiges. 


ZAHL DER BESCHAFTIGTEN MEINER 


FIRMA ODER BEHORDE: 
AS eae 
(al 10-19 
ee 2) 
C2) ee. 

5) — = Oe eae: 
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Uber 250 


V&le 3/83 


44 


To readers of U&Ilc who employ art talent: 


We Invite Your Opinion 


This survey is aimed at the art departments of 
America and the people who are responsible for 
hiring and supervising entry-level art and 
design talent. It is part of an ongoing effort by 
The Design Schools to better prepare students 
to meet the needs of the professional world 


of visual communications. Also, the survey 
enables you, the employer, to do a service for art 
education. So, please complete the questions 
and mail this page back to us right away. 

The results will be published at a future date, 
and we will send you a complimentary copy. 


Knowledge and Skills: 


Essential (5) 

Very Important (4) 
Important (3) 
Desirable (2) 
Unnecessary (1) 


Rate the relative impor- 
tance of the following 

skills and qualities in an 
entry-level job candidate. 
Enter a number next to each 
item using the scale given. 


Board Freehand drawing Technical Stat machine __ Conceptual Design sense’ __ Specialized Print advertising __ 
Skills Illustration — Skills Typositor __ Ability Pictorial sense __ Training Brochures __ 
Layout comping __ Photography _— Color sense __ Corporate identity __ 
Roughs __ Darkroom __ Typographic sense __ Magazines/publications __ 
Mechanicals __ Computer graphics __ Practical sense __ TV storyboards __ 
Type specing — Multimedia __ Business sense __ Displays/exhibits __ 
Drafting and perspective __ Writing ability —— Computer information display __ 
Airbrush __ Packaging _— 
Lettering __— Books __ 
Visuals __ 
Other Other = Other Other 
Work Accurate __ General Art history __ Education Two-year Comments 
Habits Neat __ Knowledge Verbal skills —— associate degree 
Resourceful __ Mathematics __ (art and design skills) — 
Accepts responsibility —— History of typefaces __ B.F.A. degree __ 
Works well under pressure __ Printing/production __ Liberal arts degree 
Plans ahead __ Graphic design history __ Skills/liberal arts combined __— 
Works well with others __ Advertising/marketing principles __ On-the-job training — 
Accepts supervision __ Generally well informed __ 
Other Other Other 
General Questions: Name Position 
Company Type of work 
Where or how do you find entry-level art staff members? Address Number of employees 


Employment agency ____ Want ads___ Personal references ___ 
School employment offices Other 


How many entry-level jobs do you fill each year? __—_ 


Does your company pay tuition costs for staff members to: 


Attendseminars Yes__. ——No___ 

Take continuing education courses Yes___—s No___ 

What do you consider a fair entry-level salary figure? _- Weekly 
What is your policy on advancement? 

Change of job status and/or salary increase after ___ months 


Other 


How often do you use freelance artists and designers? 
Regularly ____ During peak periods ___ 
Rarely_____ To try out potential staff members ___ 


Please complete questionnaire and mail to: 


Edward A. Hamilton, Design Director 

The Design Schools 

Pan Am Building, Suite 256, East Mezzanine 
200 Park Avenue, New York, NY 10166 


The Art Institute of Atlanta 
Art Institute of Fort Lauderdale 


i Art Institute of Houston 


Art Institute of Philadelphia 

Art Institute of Pittsburgh 
Cc Art Institute of Seattle 

Colorado Institute. of Art 


The Design Schools are two-year, year-round art institutes which prepare students for 
the professional world of art, design and photography. At The Design Schools, educa- 
tional programs are planned with the employer in mind. The schools, listed above, are 
the largest single source of employable art talent in the United States, with a combined 
daytime enrollment of over 8,000 students. 


«8 


Name Nom 


Company Firme Firma 


Title Fonction Beruf 


Street Address Rue et n° Strasse 


City Ville Postleitzah! und Orf 


\ Country Pays Land Code Postal Zip Code 


Quantity Unit Price Total 

Quantité Prix unitaire Total 

Anzahl Einzelpreis Gesamtpreis 
ITC BOOKLETS: 

___ITC American Typewriter™..........ccccsccssssssscepuesssssssseiuene —— 


___ITC Avant Garde Gothic™ with Oblique............... 
___ITC Avant Garde Gothic™ Condensed... 


__ITC Barcelona™....... me — 


ITC Benguiat®... 
ITC Benguiat® Condensed 

ITC Benguiat Gothic™.......... 
___ITC Berkeley Oldstyle™.... 
ITC: Bookman... ciessessssss 
— ITC CaslOn NO 24M cicnitansnomacnowan 
_ITC Century™ with Condensed .........0..0.00. 
_ITC Cheltennham™ with Condensed............. 
__ITC Clearface”.............. 
ITC Cushing™.... 
_NFCIEras®. acc. 


TIS acca : 
S| |; |||. Die eee rns 
IO Kab ee ces cisresexacounsan 
___ITC Korinna™ with KurSiv..........0.000. 
_ITC Lubalin Graph™ with Oblique... nese 
STG Modem NOvSLON cs sce. daa maitignimnwnanivzence 
ITC New Baskerville oo....occcccccccccsssssssssseesnsssssnsenneensen 
= TG ING WEP XE Ss. ai crtioricmed tenia rremocum tenance 
_ITC Novarese™ 
_ITC Quorum® 
__ITC Serif Gothic® 
ATOSSUVERITS: cananrmnmunaonancamnnniseanamert 
IG Tiffany with Nes. ccptecrscoanaanwainuns td 
__ITC Zapf Book™... iene ete 
ITC Zapf Chancery™.,..ccivrisseis 
__ITC Zapf Dingbats®........... ehtieag 
__ITC Zapf International®............0.0...... 


U&Ic BACK COPIES: Foreign U.S. Price 

BAC, VOUS) NOVA .ieerccssssserscceseerssererterrtses BLO $1.50 ———— 
UIC, Vol. 4, NO. 4 ooonieccccccccciecsssssesensneenneeees 4,00 OO ee 
BIG, VOB NOR scsiicssnstrasicninccsiiinisns OOO OO! 
__U&le, Vol. 6, NO. Lon ie Loo) = = 
___U&le, Vol. 6, No. 3...... CNP 8) Not) (Sie, 
___U&lc, Vol. 6, No. 4...... Rehuirer eeO! LO a 
BNO VOTE INGE acess assetstrasect eves .. 5,00 Boi. 2 : 
SUBIC NOL F NOLS vseseesceureerdnennters 2.50 1.50 _ 
___U&lc, Vol. 8, No. 1..... isis) 510 a a es 
___U&lc, Vol. 8, No. 3..... 2.50 LS 
___U&lc, Vol. 8, No. 4. wir BOO. US 
___U&lc, Vol. 9, NO. 1... vii 2O 1.50 —— 
SUSIE VOL SENG: Qiace sy igeasnmoresniey BeOO 100) 
___U&lc, Vol. 9, No. 3....... . 2.50 0 


= SURIGNGEIO I NOI yscccannacmavecusscincs 2.50 a 


Total OrderinU.S.funds$ 

Add postage for booklets $ 2 {50s = 

NX. Residents add state sales tax $ ——s 
Remittance in U.S. funds enclosed $ 


SR TES 


Montant delacommande$ = = 
Affranchissement des brochures, en $ américains $ = OUT = 
Paiement ci-joint (en $ américains), total $ 


SS 
Gesamtprels (in U.S-Wahrung) $ 


Zuziiglich Porto$ 90 
Belgefiigte Zahlanweisung (In U.S.-Wahrung) $ 
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Now You can order these 
ITC Type Specimen Booklets 


To obtain these handsomely designed, colorful ITC type specimen book- 
lets, just complete this order form and mail it to us. All orders must be 
accompanied by a remittance. Please make checks payable, in U.S. funds, 
to ITC at: 2 Hammarskjold Plaza, New York, NY.10017,USA 


En vente Ces brochures-spécimens 
ITC sont livrables de stock 


Pour obtenir ces jolies brochures-spécimens ITC, il suffit de remplir ce bon 
de commande et de nous le retourner. Toute commande doit étre accom- 
pagnée d’un avis de paiement acquitté. Priere de payer en $ americains 
au nom de ITC: 2 Hammarskjold Plaza, New York, NY. 10017,USA 


Nunmehr koénnen Sie diese 
ITC-Schriftmusterhefte bestellen 


Wenn Sie diese attraktiv entworfenen, farbvollen !TC-Schriftmusterhefte 
erhalten méchten, fullen Sie bitte den Bestellschein aus. Alle Bestellungen 
mussen vorbezahlit werden. Senden Sie Ihre Zahlanweisung (in U.S.- 
Wahrung und zahlbar an ITC) zusammen mit dem Bestellschein an: 

2 Hammarskjold Plaza, New York, NY.10017,USA 


Te 
BERKELEY 
OLD 
STYBE 


Notice to typographers: for purchases of 50 or more ITC specimen booklets,contact Mr. John Prentki for special typographer's price. 
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ITC CUSHING 


THESE FREE BOOKLETS UPDATE YOUR ITC COLLECTION FOR ALL ITC TYPEFACE FAMILIES ISSUED THROUGH OCTOBER 1982. 


8 BOOKLETS FREE 


WITH YOUR ORDER OF THE 


ITC TYPEFACE 
COLLECTION 
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abcdefghijkimnoparst 
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Excellence in typography'is the result of a Cc e ghik 
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Please print/Bitte im Druckschrift/Ecrivez en caractéres d‘imprimerie 


STATE AND ZIP CODE/LAND/PAYS, CODE POSTAL 


1. Text blocks plus alphabet showings for sizes 6,7,8,9,10,11,12,14 ie Ra Rien ee oS 7 
16,18,20 and 24 paints: ’ International Typeface Corporation; | 
| 2Hammarskjold Plaza 
aren | New York, New York 10017 | 
| . Alphabet lengths in points for each int si | z 
i Ate ere ie sei peice size shown. These | Please send me “The ITC Typeface Collection.” | 
py ng cha at the back of the book. | Enclosed is my payment of $49.95* Ship my book postpaid. | 
: a | ‘Library and bookstore orders should bi i i | 
3. Alphabet display showings in sizes 30,36,48,60 and 72 points Pee eres tae SA ea OR Geis | 
plus 1 Caps. | *New York State residents add applicable sales tax. | 
| ea a isla sas vont chee! please remit $51.45. | 
7 panied by a remittance payable in U.S. funds. 
4. Complete character showing of each ITC display font. | pap ie | | 
: ; | NAME/NAME/NOM | 
. Headline presentation in display size range. | | 
| | STREET ADDRESS/STRASSE/RUE ET N° | 
Basic facts about The ITC Typeface Collection”: 572 pages. : ae gh | 
| | 
| 


1244" x 124!" Hardbound. Smyth sewn for easy opening. 
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ITC CENTER 


TYPOGRAPHY 
EXHIBITION 
APRIL 4-MAY 20 


TDC 4: the 29th Annual 

Type Directors Club Exhibition 

June 1-July 29 

Also sponsored by the Type Directors Club, 
this exhibition represents some of the best 
typographic work of 1982.The art in the 
show was selected by a ten-member 
judging panel and includes outstanding 
typographic and calligraphic work by 
leading designers, artists and type directors 
throughout the world. lypography 4, the 
Type Directors Club annual will be pub- 
lished later this year. 


Future Exhibitions 
Fifth Annual Design Competition of the 
Broadcast Designers Association 


“Typographica U.S.S.R’—an exhibition of 


Soviet typographic design 


“Typo G~an exhibition of Czechoslovakian 


typographic design 


Hours: 12 Noon-5:00 p.m. 
Admission: Free 

Open Monday-Friday 
(Closed July 4th) 


ITC Center 

2 Hammiarskjold Plaza (866 Second 
Avenue — between 46th and 47th Streets), 
3rd Floor, New York, New York 10017 

For more information call (212) 371-0699 


The ITC Center was established to intro- 
duce new and exciting typo/graphic 
arts experiences. It is now a growing 
resource for students and professionals. 


300 examples of current 
and traditional applications 
of Japanese typography 
are included in this exhibi- 
tion, collected by the Japan 
Typography Association. 
Traditional uses of typogra- 
phy are illustrated by a 
Buddhist Bible, kites, bags, 
Sumo signs, Kabuki letters 
and stamp letters. Posters, 
packages, calendars, bro- 
chures and corporate iden- 
tity programs represent the 
best typographic work 
done in Japan in the last fen 
years. Selections of current 
work of Japan's leading 
typographic designers are 
also shown. Originally held 
in Tokyo and Osaka in 1982, 
this exhibition is sponsored 
by the New York Type Direc- 
tors Club in association 

with the Japan Typography 
Association. 


MOVING? CHANGE OF ADDRESS: 


SEND THIS LABEL (OR A COPY) WITH 
YOUR CORRECTIONS TO: 
U&LC SUBSCRIPTION DEPT., 

2 HAMMARSKJOLD PLAZA 


NEW YORK, NY 10017 


CONTROLLED CIRCULATION POSTAGE PAID AT FARMINGDALE, N.Y. 11735 AND NEWYORK, N.Y. 10017 USTS PUBL 073430 


